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The term Byzantine has come to mean something tortuous — a rigidly hierarchic оі 
labyrinthine process — and these negative connotations have, unjustly, tarnished an 
extraordinary culture that flourished over a thousand year period at a time of great 
uncertainty and change. The continuity provided by Byzantium and its empire was 
felt across a great expanse of the world through Europe, the Balkans, Anatolia and the 
Middle East and its influence in the shape of religious art and architecture has 
remained constant since Constantinople, the fabled capital city of the Empire, was 
founded in 330 as the New Rome. It was rightly seen as one of the great cities of 
history, with its beautiful domed churches, gracious palaces and wide colonnaded 
streets running through parks and cultivated gardens. 


Drawing on the traditions of the ancient world, a new art developed to serve the 
official state religion of Christianity making it the first great Christian Empire; wealth 
accumulated through its territories and tax regimes and an active trade network led to 
a flourishing of the arts as churches and monasteries were built and handsomely 
decorated to advance the belief. "Byzantium 330-1453” gives us the first opportunity 
since 1958 to witness this great civilization in its entirety, from its foundation by the 
Roman Emperor, Constantine the Great, to its ultimate demise in 1453 at the hands of 
the Ottoman Sultan, Mehmet the Conqueror, when Constantinople finally fell. The 
journey is a long and fascinating one which guides us over a thousand year period, but 
which, remarkably, still continues to exist in the Orthodox Holy Monasteries of St 
Catherine at Sinai, Mount Athos, Patmos and many others which continue to practice 
as they have done for nearly two millennia and, in so doing, reveal a world that has in 
many ways been lost to us. 


As the Patron of the exhibition, | am delighted to commend it to you. 








Prime Ministers’ Foreworcls 


11 Tie last great exhibition el Byzantine art and culture 


(такс place in Віма was exactly Шїү years aga, 
when “Masterpieces of Byzantine Art was held аі thi 
Edinburgh Festival before being transterred to the 
Victoria and Albert Museum in 1958. Since thit 7 
па British exhibition has done justice to the full extent 
of the extraordinary influences of Byzanuum, so І am 
delighted to scc the Royal Academy of Arts, ın 
collaboration with the Benaki Miuseum in Athens, 
mounting а major exhibiton that explores this 
remarkable culture 

The impact of Byzantium extended from the 
Balkans into central Europe and Russia, through Anatolia 
inte Syria, Egypt and beyond, and its influence can still 
be felt across the Orthodox world today = particularly 
in the monasteries, where the traditions of the church, 
maintained for over 1,600 years, allow us a rare glimpse 
of the past. 

‘This exhibition contains some fascinating new 
discoveries and, through objects brought together 
from collections across the world, tells the story of 
how Constantine the Great created the new city of 
Constantinople in his name. Flowenng under his rule, 
Constantinople went on to become one of the greatest 
ccs of the modern world - a centre for intercontinental 
communication and trade and a focus for religious, 
political and cultural activity. 

In today's new global age, ‘Byzantium 330~ 1453 
stands as a timely reminder of our links with the peoples 
and the nations of the past. І hope that you enjoy the 
exhibition, 


GORDON BROWN 
Prime Minister of the United Kingdom 


of Great Britain and Northern Ireland 


rom the earliest years of the modern age, Byzantium 
Fo often given only a minor role, when the story 
was ЮМ of Europe, аз an historic example of the risks 
inherent in mixing East and West. Thus, although the 
European idea was acknowledged as having Из roots іп 
classical Greece, the official view of European history 
paradoxically tended to overlook the historie 4757 
of that civilisation. 

Nowadays, the ideological reasons for this 7 
omission have mostly disappeared. After centuries of 
division and conflict, Eastern and Western Europe can 
look forward to a common, promising future within the 
framework of the European Union and celebrate their 
shared cultural roots. As Europeans seck to define what 
our continent stands for, the study of Byzantium کا‎ 
becoming of paramount importar е. Its heritage, shared 
not only by Europeans, but also by citizens of nations in 
the three different continents over which it once extended, 
can help us foster the common values that bring us 
together and understand the causes and the nature 
of eur diflerences. 

I am convinced that this exhibition, organised by 
the Royal Academy of Arts with the collaboration of 
the Benaki Museum, will make a significant contribution 
to this effort. I have no doubt that all Grecks will welcome 
initiatives such as the *Byzantium 330- 1454 exhibition, 
which besides promoting discussion of Byzantium and 
everything it represents, will also help this growing 
knowledge to emerge as а useful tool for understanding 


history and planning our European and Mediterranean 
future. 


KOSTAS RARAMANLIS 
Рпте Minister of the Hellen Republie 


= 
| 
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President's Foreword 


over an empire that extended throughout much ol southern Europe, the Balkans, Anatolia and 


| | ‘he history of Byzantium is extraordinarily rich. М the heeht ol ۹5 power, Constantin ipli ruled 


the Middle East. That this emprt lasted over a thousand years ۱۹ an astonishing achievement ETT 
contemporary instability and change. But the journey was never саху, Periods of expansion 

and contraction reveal how the fortunes of Constantinople waxed and waned, meluding the city’s 
unexpected occupation by western forces between 1204 and 1261, and the long siege by Ottoman 
lorces that culminated in the capture of Constantinople by Mehmet H. One ol the Коул! Academy х 
most recent and successful exhibitions, “Turks: A Journey of a Thousand Years, 60071600, picked 
up the story of Ottoman Constantinople modern-day Istanbul) in 1454, as the sun set on Byzantium, 


and so it is fitting now to take up the story m 330, at the beginning of that magnificent civilisation. 


"Byzantium 330-1453 کا‎ one of the most ambitious and complex exhibitions ever to have been 
mounted by the Royal Academy. Although the exhibition will only be shown in London, the Коха! 
Academy has collaborated with the Benaki Museum, Athens, in order to make it possible, We would 
like to acknowledge the important support of its Director, Prolessor Angelos Delivorrias, and the 
President of its Board of Trustees, Mrs Ашийа Yeroulanou, throughout this process; We would also 
like to thank Their Excellencies Vassilis Pispinis, Greek Ambassador in London, and Yigit Alpogan, 
Turkish Ambassador in London. for their enthusiastic backing. The exhibition has been curated with 
ereat skill by Robin Cormack, Emeritus Professor of History of Art at the Courtauld Institute of Art, 
London, and Maria Vassilaki, Associate Professor of the History of Byzantine Art at the University ol 
Thessaly and Scientific Advisor at the Benaki Museum, in conjunction with Dr Adnan Locke, 
Acting Director of Exhibitions at the Royal Academy, We acknowledge with gratitude the sage 
advice of members of the Organising Committee (listed on page 7), who met once at the Royal 
Academy and again at the Benaki Museum in the exhibition's initial stages, and we are also most 
erateful to countless colleagues in many countries who facilitated the process of drawing together the 
loans. Despite numerous complications, the complex logistical aspeets of the exhibition have been 
expertly handled by Jane Knowles, Exhibition Organiser. The making of this catalogue, with nearly 
гоо contributors, has presented similar challenges to Peter Sawbridge, Managing Editor, and 
Rosalind Neely 

The Royal Academy i5 extremely grateful for the generous financial support of the 
J.F.Costopoulos Foundation, the А.С. Leventis Foundation and the Stavros Niarchos Foundation, 
without whose help this exhibiuon would not have been possible. We would also like to thank our 
exhibition travel partner, Cox & Kings, and The Hellenic Foundation, Dean Menegas and the St 
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Catherine Foundation for additional support. 


SIR NICHOLAS GRIMSHAW CHE 
President, Royal Academy of Arts 
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Directors Foreword 


rq Benaki Museum's ties with Great Britain are both old and strong. Пн Victoria 11 

| Мірен Museum un London wis, H1 й WAY the model lor the 67 ٧1۱15711113 at из foundation 
иа (өза, Sinee then, the kinship between the two organisations has been reflected ٤١1 85 
communication over scholarly issues, as well as (wo acclaimed exhibitions in 2000 А comparabk 
spirit af amity animated the Вета Museum's collaboration with the Hayward Gallery and thi 
Science Museum in 1976, and more recently with the Хапопа! Gallery and the British Council, 
пай everewidenmng cyele of cultural events 

Che Benaki Museum and the Royal Academy of Arts first came into contact with eae h other 
in тат, on the occasion of the exhibition ‘From Byzantium to El Greco: Almost two decades later 
the opportunity arose lor а se cond and more profound encounter bevween the two msntunors, 
а 511511 OM Ши npening магтаж ol the need to ра oll at least рагі ol the «ен that Europe ONES 
го Byzantine civilization. Predictably, this jointly co-ordinated effort, the product of a partnership 
that will doubtless continue in the future in other domains and for other reasons, has not escaped 
the obstacles that every important venture must confront Nevertheless, despite the inevitable 
difficulties, "Byzantium 330-1453 has succeeded in securing the wholehearted support اه‎ Iriends 
from the ecclesiastical, museum and academic worlds of Europe and Атепса 
Ihe Benaki Museum expresses its immense gratitude to all those who have shouldered the 

burden of resolving the many theoretical and practical problems involved in the vanous stages 
of preparing the exhibition. Their names are recorded with due credit in the previous pages, where 
the decisively important sponsorship of the |. F.Costopoulous, the А. G.Leventis and the 5.5. Niarchos 
Foundations is also extolled. Lastly, although neither the Community of the Holy Monasteries 
of Mount Athos nor the Holy Monastery of St John the Theologian of Patmos is included in 


these pages, this in no way diminishes the fact that the exhibition at the Royal Academy of Arts 
is as much in honour of Orthodoxy as itis of Greece. 


ANGELOS DELIV ORR IAS 


[ | FFT Н. пад 1 \ Їн ul dms іні па 


Supporters’ Prefaces 


The J. F. Costapoulos. Foundation, the А.С. Leventis 
Foundation and the Мастах Marchas Foundatiun are 


very proud to support the exhibition “Byzantium 43014117. 


The three Foundations are committed to promoting 


and preserving Hellente culture and heritage in 


The J.F. Costopoulos Foundation, a non-profit 
charitable institution, was founded in 1979 
on the occasion of the centenary of Credit 
Bank, in memory of its founder John Р. 
Costopoulos, by its then Chairman, the late 
Spyros Costopoulos and his wife Eurydice. 
The main purpose of establishment and 
operation of the Foundation is to promote 
Greek culture in all aspects both in Greece 
and abroad through the constant support of 
initiatives associated with education, research, 
public welfare and the arts. More specifically, 
the J. F.Costopoulos Foundation supports 
activities related to the preservation and 
dissemination of the ancient Greek and 
Byzantine cultural heritages. Furthermore, 
its noteworthy presence in the field of art, 
and more particularly of modern and 


The A G. Leviti Foundation was. also 
established іп 1979, to fulfil the wishes of 

the late Anastasios Leventis. Following his 
directions, the Foundation’s activities were 
based on three principles; culture, education, 
philanthropy; a fourth was later added to 
these, the environment. In Cyprus, Greece 
and wider south-eastern Europe, the 
Foundation’s main emphasis has been on 

the restoration of a number of monuments 
of various periods and on support for 
education and culture. Elsewhere in Europe, 
and further afield, there has again been a 
concentration on education, with a particular 
focus on the communities of the Greek 
diaspora, An international programme of 


support for Greek studies has been developed 


over the years in parallel with efforts to study 


and enhance the presentation of Cypriot 
antiquities in museums around the world. 
‘The Foundation has active international 
programmes on environmental conservation 
and sustainable agriculture, with emphasis 
on developing countries. 
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The Stavros Niarchos Foundation 15 an 
international philanthropic organisation that 
supports charitable activities in four primary 
areas: the arts and culture, education, health 
and medicine, and social welfare, The 
Foundation's Board of Directors award g 
to nat-for-profit organisations оор $ Т e 
world, ancl since the Foundation’s inception i 1 
1996 have provided more than 1,560 grants t 0 
organisations in 85 nations around the world, 
In addition, the Foundation maintains a таў іш 
commitment to supporting programmes іп. 
Greece through the guidance of a locally | | 
based advisory committee. The Foundation 
seeks to provide contributions that have th 
potential to add value in a significant way 
Within each programme category, the t 
Foundation supports initiatives: that fi cature 
strong leadership and sound management | 
and that can demonstrate a tangible impact 
over time. The Foundation ho 





The curators of the exhibition and the members of the Honorary and Organising Committees | 
would like to acknowledge the assistance of the following individuals during the making of this a 
exhibition and its catalogue: / 


Опапа Baddeley, Dimitar Blazevski, Elizabeth S. Bolman, Stefano Carboni, Ashley Cooke, 
Tatjana Cyjeticanin, Jon Davies, Alexandra De Poorter, Simona di Nepi, Dimitris Dondos, 
Kathleen Doyle, Cinar Ergin, Stephen N. Fliegel, Valentina Furlan, Tamar Gegia, Eurydice 
Georganteli, Milco Georgievski, Richard Géróme, Silvana Grosso, Zsanett Hadrévi Ashcroft, . Y 
John Hodgson, Charles Horton, Miroslav Ше, Olga Шпепкоуа, Zsuzsa Kalmar, Ismail Karamut, 
Martin Kauffmann, Riham Khalil, Thomas Kren, Buba Kudava, Scot McKendrick, | 
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Gabriele Mietke, Vrej Nersessian, Aleksandra Мис, Inna Om, Bojan Popovic, Mirjana Rakočević, | 
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1355 
Rome sacked by Vandals 


476 

Гал Western emperor, Romulus 
Augusrulus, deposed by 7 
the 51 


525 
Antioch destroyed by carihquake 


yg 
Philosophy schools at Athens closed 
Codification of Roman law 


532-37 

First Church of St Sophia (Holy Wisdom) 
burnt in nots and rebuilt for Justinian 1 
(527 - 55) by architects ludoros of Miletos 
and Anihemios of Tralles 


533 54 

Keconquest of Africa, Sicily and Italy 
537 1 
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are invaded by Avars and Slavs 


iro 
Converaon of the Pantheon at Rome 
into à church 


big 
]erakalem captured by the Persians 


бээ нэ 

Exnigration (Hegra) of Mohammed fron 
Месса to Medina on 16 July marks 
bemnning of Muslim era 


баб. ——— а ай 
Constantinople attacked by the Avars 


Бай 
Herakleios (ro 41) recover the 


True Cross from Persia 
Death of Mohammed 


654-42 
Arab conquest of Syria, Palestine 


and Egypt 


бай 
Jerusalem falls to Arabs under Caliph 
Omar 1 


673-78 
First Arab attack on Constantinople 


C. 075— 153/54 
John of Damascus, iconophile theologian 





585-95 
Gold coins of Justinian П with the face 
of Christ on the 56 


| د 
Carthage, last Byzantine stronghold‏ 
in Africa, falls to Arabs |‏ 
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Wo 
Charlemagne crowned emperor of 
Ше Romans by Pope Leo I 


В! 

Byzantine army crushed by Bulgarians 

Bi5- 13 | аш ц | 
Second period of iconoclasm 











ёго 4 
Birth of Photios (d. 893; Patriarch of 
Constantinople, 858 —67 and 877-86 








баб آ‎ 
Crete falls to Arabs 


Big — ee 
Sicily falls to Araba | | 


837—43 
John МИ Grammatikes [John the | 
Grammarian) Patriarch of Constantinople 





B43 
Triumph of Orthodoxy declared and 
iconoclasm condemned as heresy 
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843-47 | 
Methodics Patriarch of Constantinople 


— — —MR—' 
858 -бу 
опок" бги period ах Patriarch 
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First Russian attack on Constantinople | 
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Victory over Arabs; Byzantine offensive. 
in the East begins 
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1017 
Basil ПІ annexed Bulgarian kingdom 


ны Маў 
Michael Рае, philosopher, historian, 
courtier and monk 


1037 46 
54 Sophia at Kiev 





1042-55 
Foundation of Nea Moni on Chios by 
Emperor Consanüne DX Monomachas 


ТЕР 
Selena eleclared between Orthodox 
Church and Roman Church 


1061 
Norman conquest of Sicily 


тобу 

San Marco in Venice rebuilt and 
decorated with Byzantine mosabes 
1066 

Theodore Psalter (cat. 51) produced at the 


Monastery of Si John Stoudios 
in Constantinople 


1067 
Turks take Саекагеа іп Asia Minor 





roi 
Seljuk Turks defeat Byzantines at Battle 
of Manzikert Bari taken by Normans 
and Byzantium loses southern Italy 
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иө 
icon ol Virgin and Child sent [ream 
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al Vladimir, this later becomes the 


preueeting toon of Moscow 
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ii 17 
First reference to ciy of 4 


пырт рр 
Second. 6 


6 
Corfu retaken by 7 
from 58 


ПТІ 

Venetians in empire arrested 
anc properties confiscated 
rio 

Serbian empire established by 
Stephen Nemanja 


Latins massacred in Constantinople 


185 
Narmans sack Thessaloniki 


1186 
Second Bulgarian empire 


1187 
Jerusalem is-captured from Crusaders 
Бу Зайди 





п8а- да 
Third Crusade. 


поа 1489 
Lusignan kingdom of Cyprus 





1202- 04. = 
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Latin Empire of Constannnople 
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Empire of [rebi 
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Venetian period in Crete 
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Mongol take Kies 


i250 
Decaraun ef Cathectral ol Sporn 
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Ни: *€ YZANTIUM IS SHORT FOR THE BYZANTINE EMPIRE, which may be delined 


Mosaic pr ли САИС : ' : ٨ 

losin р incl with as the Christian empire ruled from Constantinople. The dates attached 
a portrait of the i 
Emperor Justinian, 547 to the title of this exhibition are those of the ceremonial mauguration 
San Vitale, Ravenna zd of Constantinople as the New Rome on 11 Мау 330 and of its capture 


by the Ottoman Turks on ود‎ May 1453. On this definition Byzantine history 
сисотраззсъ morë ihan eleven centuries, mcluding 13) hat YT 41 call Late 
Antiquity and the entire Middle Ages. 

In addition to being Christian and being governed from Gonstantinople, 
Byzantium had one further essential feature, namely its claim to be the direct 
continuation of the Roman Empire, a claim it maintained to the very end, long 
after it had lost all semblance of Roman identity. By calling itself Roman it 
asserted both its primacy among all other nations and its pivotal role in the divine 
dispensation, for Rome's was the fourth and last kingdom revealed in the book of 
Daniel, divinely preordained to be the last empire on earth. The translation of the 
Roman capital from Old Rome to New Rome by the first Christian emperor was 
not an accident, but part of God's plan, which also determined that the eventual 
Fall of Constantinople would usher in the end of the world. 

Histonans today who attach more weight to what they perceive as realities 
than to myth, no matter how potent, have some trouble in accepting an unchanged 
Byzantium proceeding in a straight line from the first to the last Constantine. 

They point out quite correctly that the period from 330 until ¢.640 Ap, that is 

Late Antiquity, was fundamentally different from its medieval sequel. Indeed, 

some historians prefer to restrict the epithet Byzantine to the medieval empire. 

No matter how we label it, the Early Byzantine/Late Roman period still 

embodied the concept of a single empire, though its eastern and western parts 

were administered separately after the death of Theodosios I in 395. As the 

western empire crumbled under barbarian pressure and was eventually abolished, 
the emperor at Constantinople maintained his theoretical overlordship until 
Justinian І (527- 65) made a determined effort to reconquer Italy, North Africa and 
even the southern coast of Spain (fig. 1). His success was short-lived, except in Africa, 
whose coast remained in Roman hands until c,700. Meanwhile, the castern half 
was relatively secure and prosperous. On the international scene its opponents were 
Persia, the traditional enemy, with whom Constantinople waged an intermittent war, 
and assorted barbarians — Goths, Huns, Slavs, Avars - who were pushing across the 
Danubian frontier, but proved on the whole containable. Internally, the eastern 
empire was a constellation of cities, each with its own rural belt, some going back 
to Greek Antiquity, many others founded in the Hellenistic period. Constantinople 
was rapidly growing to become the biggest of them, adorned with pompous public 
monuments and, increasingly, a multitude of churches, defended by massive 
fortifications that are still extant today (fig.2). Yet, until well into the sixth century 
the provincial cities — rather than Constantinople — remained the chief carriers of 
traditional culture, Indeed, among the literary figures of the time not morc than two 
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or three were natives ol Constantinople. 
While higher schools of philosophy ан 
rhetone Bourshed at centres such as 
Alexandria ane Athens, Constantinople 
could boast only a preparatory school for 
prospective civil servants, 

Longe regarded as an age ol 
decadence, Late Antiquity has 7 
recently become a fashionable subject, 
even a growth industry among 
professional historians. П was certainly an 
age of sharp contrasts which saw the last 


stand of pagan diversity in the face of a 





tnumphant Christian monotheism 
imposed by a despotic government; an 
age of heated theological disputes in which the emperor, at first reluctantly, became lim. 2 

[Кип of the walls 

of Constantinople in 
monasticism, which was a rejection of normal social life and its traditional urban presenisday Istanbul, 


H3 747 


the supreme arbiter and enlorcer: an age that witnessed the phenomenal TTO th of 


values; an age of what used to be called superstition, but کا‎ now called spirituality, 
entailing as it did a universal belief in demons and magic, the cult of Christian saints 
and their bodily relics, enthusiastically championed by such eminent and, indeed, 
cultivated churchmen ds St Ambrose n the West апа 5t John Chrysostom in the 
East. The contradictory tendencies of Late Antiquity are reflected both in its 
literature and its visual arts. 

The end of Late Antiquity in the East came so suddenly and so unexpectedly 
that it defies explanation. In 602 the Roman army on the Danube frontier mutinied. 
The reigning emperor Maurice was overthrown and replaced by the brutish Phokas. 
This gave an excuse to the Persian King Khusro II to invade. Within two decades 
the whole Roman Near East, Mesopotamia, Syria, Palestine, Egypt was in Persian 
hands. Symbolically the most painful blow was the Fall of Jerusalem and the 
‘captivity’ of the relic of the True Cross. The transfer of the Roman army from 
Europe to Asia to oppose the Persians opened the Balkans to northern barbarians. 
Allied to the nomadic Avars, Slavs established themselves all the way down to the 
Peloponnese. An uprising at Carthage put a new emperor, Herakleios (610—41), on 
the throne. At first powerless to cope with the crisis, Herakleios embarked on a bold 
campaign to attack the Persians from the rear by way of the Caucasus. Against all 
odds he succeeded. The forces of Khusro were crushed in what is now Iraq (628) 
and the Shah himself killed in an internal plot (бе. 3). 

Herakleios had barely ume to restore the situation and bring back to Jerusalem 
the ‘True Cross, or rather a replica thereof (630), when a new and unexpected 
cnemy, the Muslim Arabs, appeared on the scene. They quickly conquered all the 


provinces recovered from the Persians and went on to destroy the Persian kingdom 
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itself, which collapsed with hardly any opposition, Within 






a single lifetime the entire map of the Near East had 
been permanently transformed. 

What was now left of the Roman or Byzantine 
Empire? Essentially, Asia Minor west of the Taurus 
апа Antitaurus ranges, the Aegean islands, a lew 
isolated outposts in the Balkans (like Thessaloniki), 
southern Crimea, bits of Italy, Sicily and the North 
African coast - in all, hardly a coherent state, ‘The 
chances of its survival looked pretty slim, especially 
as the Arabs made a determined effort to conquer 
it once and for all. However, their one-year siege 
of Constantinople (717-18) failed, thus saving eastern 
Europe from Muslim domination. 

As we enter the medieval Byzantine period, we find 
ourselves in a different world, dimly illuminated by a woefully 
inadequate historical record. The Balkans are now held by a medley 


of barbarians, mostly Slavs, but also Turkic Bulgarians, who in 681 establish Fig. 4 

(Combat of David and 
xd Goliath, largest of à 
consequently shifts to Asia Minor, itself subjected to yearly Arab incursions and set of nine plates, 
thought to symbolise 
the victory of 
nearly all provincial cities either disappear altogether or, terrain allowing, shrink Herakleios over the 
Persian Empire. 
Dated by stamps, 
613—629 40. Silver, 
diameter 49.4 cm 


themselves in the country they за inhabit. The centre of the empires gravity 
devastation. While Constantinople remains secure behind its impregnable walls, 


to a more defensible citadel, as one can still see at sites such as Ephesus, Sardis 
and Ankyra. Under these conditions a civilised life, of the kind that had existed 
in Late Antiquity, becomes impossible, and that explains one characteristic of the 
medieval Byzantine Empire, namely that Constantinople, from being the biggest tanto Үшү ОО 
of many cities, becomes the only true city, now called simply polis = not that there 
was much culture at Constantinople in the second half of the seventh and the eighth 
centuries. Yet, even under the dire conditions of the time, the centre was able to 
maintain general taxation, a stable currency and a skeleton civil service, In contrast 
to the West, such traditions of culture as were preserved owed more to imperial 
officialdom than to the Church or to monasteries, as witnessed by figures like the 
Patriarchs Tarasios, Nikephoros and Photios, all of them ex-members of the 
central bureaucracy. 
Emperor Leo III (717-41), who saved Constantinople from the Arabs in 
717-18, is unjustly remembered not for that glorious deed, but for having initiated 
iconoclasm, the ban on the manufacture and worship of images of Christ and the 
saints. Iconoclasm simmered оп for over a century (730-843) and generated оп 
the part of its opponents a vast body of polemical literature, exceeded only by 
the volume of modern commentary. It started quite simply as a reaction to the 
all too-evident fact of Muslim success. Why were the godless Arabs uniformly 
victorious, while the Christians were humiliated to the point of losing even their 
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holy city, Jerusalem? To Leo HE the answer was clear: the Christians had sinned 

by falling into idolatry, expressly condemned by the Second Commandment, The 
military successes against the Arabs and Bulgars won by both Leo Ш and his son, 
Constantine У (741-75), only served to validate their theology (fig.4). Indeed, the 
military situation got worse when iconoclasm had been reversed by Empress Irene 
(797 802), only to improve again when the ban on images was reimposed by Leo V 
(B15— 20). 

It is a mistake to assume that for тоо years the Byzantine public did nothing 
hut squabble over the veneration of icons; Yet the phenomenon of iconoclasm, 
apart from its impact on the development of religious art, had certain unintended 
consequences that proved historically more important than the theological issues 
al stake. First, it created а rift between Constantinople and the papacy, leading 
the latter to seck the support of the Frankish Kingdom and culminating in 
Charlemagne's imperial coronation (Boo), which openly challenged the Byzantine 
exclusive claim to that още, Second, it called into question the relation between State 
and Church. According to Byzantine ideology the emperor was the chosen of God, 
responsible both for the temporal and the spiritual welfare of his subjects. A heretical 
emperor constituted a scandal. Worse, an emperor who was both а һегепс and а 
persecutor of Christians, as Constantine V allegedly was, could only be compared 
to a pagan tyrant like Diocletian, to whom no allegiance was owed. In the wake 
of iconoclastic controversy some churchmen were emboldened to reject imperial 
authority in matters of faith and morals. A precedent was created, even if the net 
result amounted to very little: the Patriarch of Constantinople, himself appointed by 
the emperor, had little scope for independence. If he proved difficult, as in the cases 
of Photios in the ninth century, Nicholas Mystikos in the tenth, Michael Keroularios 
in the eleventh, or Arsenios in the thirteenth, he was simply dismissed. 

The iconoclastic dispute had not yet quite abated when imperial propagandists 
launched a movement of 'renovation'. Its origins are obscure. Was it a response to 
the Carolingian renascence in the West which occurred at the same time, and had 
broadly similar manifestations? Or were the two entirely independent? Renovation 
meant erasing the effects of the previous two centuries and returning to the culture 
of Christian Late Antiquity with its traditions of education, book learning and its 


insistence on ‘correct’, that 15 archaic, language as the only vehicle of polite 
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literature. Such old books as could be found - philosophical, scienüfic, historical, 
literary - were re-copied in a new, more compact script, the so-called minuscule. 
In the minor arts, too, inspiration was sought in Late Antique models 

a phenomenon that art historians have, somewhat improperly, labelled the 
‘Macedonian Renaissance’. Confined, it seems, to Constantinople, Ше movement 
of renovation was spread over several decades, indeed centuries, and had two 
principal consequences. The first, wholly beneficial, was the preservation of a 
considerable corpus of texts, both Christian and pagan. Indeed, our knowledge 

of Ancient Greek literature is to a large extent confined to the texts that were copied 
in Byzantium in the ninth and following centuries. What was not copied was lost. 
That is well known to classical philologists, but perhaps not sufficiently appreciated 
by the public today. The second consequence was of more questionable value. 

It was the virtual elimination from literature of the Greek vernacular, that is the 
spoken language. Even such genres as homiletics and saints’ lives that were aimed 


at a wide audience were recast into a semblance of Attic Greek and embellished with 


all the rhetorical flourishes recommended in textbooks. That is why much of 
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Byzantine literature is impenetrable to modern readers, How far it was understood 
at the time except by a narrow coterie is less clear. 

It was also in the ninth century that Byzantium scored its most notable success, 
whose consequences are still with us today, namely the conversion to Orthodox 
Christianity of the southern Slavs (Bulgarians and Serbs), leading eventually to that 
of the Russians, Conversion entailed the invention of a Slavonic script (for none had 
existed earlier), first, it seems, the perversely difficult Glagolitic, soon replaced by the 
simpler Cyrillic, modelled on the contemporary Byzantine capital alphabet, and the 
creation of a Slavonic literary language based on translations from the Greek of texts 
essential to worship, predication and edification. Conversion went hand in hand with 
the spread of Byzantine political ideology, architecture and art. If today the greater 
part of the Orthodox world lies outside the European Union, that is ultimately due 
(о its Byzantinism imposed in the ninth and tenth centuries. 

Conversion, however, did not always lead to amicable relations. The Bulgarians, 
in particular, proved hostile neighbours who repeatedly threatened the very existence 
of Constantinople while at the same time maintaining commercial links with the 
empire. If the Bulgarians were at least a known quantity, the Russian Vikings, who 
suddenly struck at Constantinople in 860 (and again in 907, 941 and 1043), were 
more frightening because they were initially unknown and had the ability of invading 
by sea without prior warning. It was widely believed that they would cause the 
ultimate destruction of the city. 

On the eastern front, however, things were going better thanks in part to the 
fragmentation of the Abbasid Caliphate, a dynasty ruling from Baghdad. From 863 
onwards, in spite of many reverses, the balance of warfare swung in the empire’s 
favour and by 976 northern Mesopotamia and much of Syria were back in Byzantine 
hands after more than three centuries of Muslim domination. Crete, captured by the 
Arabs in 827, had been reconquered and Cyprus reoccupied. ‘This was the epic age 
of medieval Byzantium, and its heroes were a network of interrelated Anatolian 
warlords, partly of Armenian descent, two of whom, Nikephoros Phokas and his 
murderer John Tzimiskes, even ascended the throne — very briefly as it turned out. 

The eleventh century proved a pivotal age. At the death of Basil П the 'Bulgar- 
slayer’ (1025) (hg.5), the empire was once again in control of the entire Balkan 
peninsula. Its economic life had developed thanks to the revival of international trade 
in the Mediterranean, and a number of provincial towns, like Thebes and Corinth, 
were becoming important manufacturing centres. At Constantinople one can discern 
signs of a nascent bourgeoisie. Much to the disgust of traditionalists, tradesmen were 
admitted into the ruling élite. A new law school was established and philosophy was 
taught by the polymath Michael Psellos. One can imagine Byzantium progressing 
to the kind of renascence that the West was experiencing at this very juncture. 

That did not happen. 

The crash came very suddenly in the form of the Seljuk ‘Turks and nomadic 

Turcomans. Following the Byzantine defeat at Manzikert (1071), the whole of Asia 
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Minor was overrun Бу the invaders, Within ten years а Turkish emir was ensconced 
at Nicaea present-day Балик) and another was siting at тута, building a fleet with 
which to attack Constantinople. The crisis resulted in a palace coup, which brought 
to the throne Alexios І (1081 1187, а member of the military clan ol the 0 9 
who were to rule the empire for the next hundred усаг, Up to this ропи Byzantium 
had to look in two directions - the сахі and the north from where the threats to its 
security came. It was not cut off from the West, but there was no significant Western 
interference in Byzantine affairs; That changed shortly belore the accession of 
Alexios І, when the Normans captured the Byzantine outpost of Вай (1071) and 
went on to lay siege Lo Dyrrachium 13 Durres! and penetrate deep Into Goreece. 
To fight the Normans, Alextos had to call in the help of Venice at the cost of 
ruinous commercial concessions (1082). The arrival of the First Crusade, in which 
the Normans had a part (1096), further complicated and embittered relations 
between the two halves of Christendom, ecclesiastically separated by the schism 

of 1054. From that point until the end of Byzantium the West was always present, 
both hated and envied, an enemy and a potential, though unreliable, helper, 

an exploiter, yet a partner in business. 

Starting with a nearly desperate situation, Alexios I strove ceaselessly both by 
arms and diplomacy to retrieve the fortunes of his empire. In Asia Minor only the 
western coastlands could be recovered: the interior was written off. Alexios defeated 
the invasion of the nomadic Pechenegs, successfully resisted the Normans and did 
his best to manoeuvre the leaders of the First Crusade to his advantage. He did not 
engage in unrealistic adventures. His policies were followed by his able successor 
John П (1118—49). The dashing Manuel I (1143-80), however, had loftier ambitions 
and exhausted his state by repeated campaigns in Serbia, Hungary and Italy, in the 
hope of regaining the patrimony of Constantine the Great, During the brief reign of 
the paranoid Andronikos I (1183-85), the last of the Komnenoi, the empire began to 
fragment. Bulgaria and Serbia broke away, as did Cyprus. In 1185 Thessaloniki was 
sacked by the Normans. Relentlessly, events were moving towards the suppression 
of the Byzantine state, repeatedly mooted by Norman kings and German emperors 
and finally attempted by the Fourth Crusade at the instigation of Venice. 

The tragic events surrounding the sacking of Constantinople by Crusaders in 
1204, which have recently prompted belated apologies by a repentant West, did not 
spell the death of Byzantium, but certainly put an end to its role as an international 
power. The political history of the next two and a half centuries, played out on а 
petty regional scale, is of such Ба ти complexity as to defy any attempt at a clear 
exposition, Briefly, the Crusaders set up on feudal lines their own (Flemish) emperor 
of Constantinople and their own (Venetian) patriarch. Thessaloniki became a 
separate kingdom that, for a while, stretched down to Athens. The Venetians, more 
interested in trade than in landed possessions, claimed the Aegean islands and coastal 
ports which commanded the sea route to Constantinople, while the French set up 


their own principality in the Peloponnese (Morea). The Greeks, as they can now be 
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called, retreated from Constantinople to Nicaea, where they established their rival 
‘empire’. A second Greek statelet sprang up in Epirus and a third, created by 
secession shortly before the Fall of Constantinople, in far-away Trebizond. Ihe 
‘empire’ of Nicaea proved the most successful of these new entities and was able to 
regain Constantinople in 126: under the rule of Michael УШ Palaiologos (1259 - 82), 
lounder of the last Byzantine dynasty. The Latin empire was now gone, but that 

did not remove the Latins from a dominant role in the Levant, 

For all its symbolic significance, the recovery of Constantinople was not an 
unadulterated boon to the Byzantine cause. The centre of gravity of imperial policy 
now shifted to the West, whereas the Asiatic possessions were left unguarded and 
quickly succumbed to the Turks, the area closest to Constantinople (Bithynia 
falling to the lot of Osman, founder of the Ottoman dynasty. While 


members of the dysfunctional Palaiologos family squabblec 





and fought each other in а series of civil wars in the 
1320s, 13405 and 13505, the chief gainers were, in the 
short run, an ageressive Serbia and, in the long 
run, the unstoppable Ottomans. When the 
Turks had crossed into Europe (1354), 
Constantinople was virtually encircled. 
The end would have come earlier but for 
the disastrous defeat of Sultan Bayezid 1 
by ‘Tamerlane at the Battle of Ankyra 
(1402), but the Ottomans soon recovered. 
Thessaloniki fell to them in 1430. Appeals 
[ог Western help (fig.6), even the submission 
of the Byzantine Church - not for the first ume 
- to the papacy at the Council of Ferrara-Florence 
(1439) produced no effective response. The thousand- 
year-old walls of Constantinople could not withstand 
the Turkish cannon. Byzantium died fighting. 

For all their misery, the last two centuries of Byzantium produced 


a remarkable cultural efflorescence in scholarship and the arts. It went beyond the Fig. 6 

The Emperor John 
VIII when he 
astronomy | and translations from Latin authors, who ш that time had been attended the Council 
ol Ferrara, a portrait 


renascence of the ninth and tenth centunes by including the sciences (especially 


haughtüly ignored. Greek scholars, despairing of conditions at home, migrated to eos 
- د‎ 1: ۳ medal by Pisanello, 


Italy, where they were received with open arms, and from there to France and с.1438-44, 
0 "EE уер T Е Е Cast bronze 

Germany. The fruits of the last Byzantine revival thus went to feed not the ху S 

Е ы tliameter Io. СПП 


subjugated Greeks, but the new humanism of Western Europe. 
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and September at the Edinburgh Festival and in October and November 
at the Victoria and Albert Museum, London. That exhibition was curated ١ 
Professor and Mrs David Talbot Rice, and the empliasis was, they satel, on 
appreciating “the richness of the material, the finish ofits eralismanship, us profound 
artistic quality, its deep spiritual character, all virtually unequalled among the arts ol 
the past’. Пре concise catalogue and the subsequent, more cdiscursive book Phe Ar 01 
Byzantium (1959) by David Talbot Rice, which he says was divectly inspired by the 
exhibition, placed great critical emphasis on the aesthetic qualities of Byzantine art. 
The chronological range chosen for the 1958 exhibition was much the same as for 
"Byzantium 330-1459, with the exception that a number of icons produced alter 1453 
were included. Some works that appeared then make a reappearance here: the cover 
of the 1958 catalogue illustrated the coloured ivory with the coronation ol Emperor 
Constantine VII Porphyrogennetos (sole rule 945-59) trom the State Pushkin 
Museum of Fine Arts in Moscow (cat.68), The 1958 catalogue regretted, however, 
that many objects on the onginal wish list could not, for various reasons, come to 
London (nothing at all came from America), Conditions have changed in 2008, but 
equally some highly desirable objects proved too fragile to travel and others cannot 


be loaned for various reasons. 


WHAT 18 BYZANTIUM? 
Readers of this book may wish again Lo appres late the skill and virtuosity of the 
mostly anonymous) artists of Byzantium, But the notion of ‘masterpieces’ is now 
much more problematic when looking at other cultures, and toclay we expect a 

more questioning interaction with art. Whereas fifty years ago the responsibility of 
the professional art historian was seen to lie in the authentication of the date and 
place of manulacture of each object, the aims of art history are now more ambitious. 
In 1958 for an object to be labelled ‘Byzantine’, a decision was based on whether 

it could be described as of high quality and if it might have been made in 
Constantinople or by an artist trained in Constantinople but perhaps working outside 
the capital city. Today there is no consensus at all on what Byzantine or Byzantium 
means; indeed, a recent analysis even speaks of Byzantium as a ‘myth’ or a ‘mirage’. 
And Byzantine art is often treated less as a collection of masterpicces than as a wide 
range of objects, each with a function, often religious, in everyday life and activities. 
Byzantine art is seen as embedded in every aspect of society: 1 18 ‘evidence’, 


therefore, in a debate about that society and its aspirations and assumptions. 


AND THE ANSWER 18... 
The challenge is to find Byzantium through its art. This is not easy. How far can 


we understand early England on the evidence of Stonehenge, for example? Or the 
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Roman Empire through walking around the Coliseum? The equivalent monument 
lor Byzantium is the Church of St Sophia (Biz 8). А medieval response to entering 
that great church has come down to us: travellers from Kiev in 088 were so 
overwhelmed that they said they did not know if they were in heaven or on carth.” 
Пых tells us that scale, rich decoration; ceremonial and incense all combined to 
enhance a sacred building, but i docs not tell us more than the shared values апа 
sensitivities of the period, anc its love of formality in publi Ше, This was a society 
that Ба strong publie beliefs but whose inner thoughts аге veiled in its opaque 
literature and из understated art. Predominantly ив literature was in Greek (which 
was the language of government but not of all the people, and which was more 
artificial and formally constructed than everyday speech) and, apart from the Bible 
ancl practical liturmeal books, the Iuerate audience (perhaps a mere tenth of the 
population) read lives of saints, sermons and histories, very little poetry and ۳ 
novels. The viewers of its art were familiar with images whose content was visually 
restrained but symbolically rich. For example, there are many images ol the 
Cruciliion іп Byzantine art, since the death and resurrection of Christ is the central 


tenet of Chrsianity, but they express the theology rather than the physical sullerings 


of Christ or the emotions of the spectators (cat. 244 is а rart case ol a Crucifixion 50 
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emotional that it is only explicable to us as the work of a Byzantine artist responding 
(о а Western patron's instructions), The extreme realism of Greunewald's sixteenth- 
century Isenheim altarpiece is unthinkable at any time m Byzantium. Үс! the ши 
spirituality of Byzantine and Western Christians cannot have dillered in intensity, 
Although Byzantium lasted for over 1,000 years, its icons and circumstances are 11 
supposed to have remained static and unchanging. As we turn the pages ol this book, 
we can question these interpretations and ask how change can be tracked 

in Byzantium. 

Constantine the Great (306-37) founded the сих in his name, and so Byzantium 
evokes the Roman Empire and his conversion to Christianity, His traditional image 
as a Roman emperor (cat.5) is intended to mark where power lay in а centralised 
state, whose world mission was to be defined by из Christian faith. Constantine was 
the leader of a community based not on ethnicity but on a shared Orthodox culture. 
The art of the Early Christian centuries shown here does illuminate exactly this past 
legacy and future programme. The Jonah sculptures (cats 1, 2) and the Good 
Shepherd (cat.3) are in the direct traditions of Hellenistic art and are just some of 
many works that emphasise the Greco-Roman continuities of Byzantine агі, Old 
artistic forms are used to clothe Jewish and Christian stories that broadcast the new 
promise of salvation and Paradise for the convert. Byzantine art employed traditional 
ideas, yet the new religious art avoided other familiar forms: the idea of a venerated 
cult image, as in the pagan temple, was rejected, and several centuries were to pass 
before the now-familiar image of the bearded Christ was formulated." In 1958 the 
origins of Byzantine art were often sought in the East, with Byzantium seen as 
antipatheuc to Classical art. Today more emphasis ts laid on the Greco-Roman 
sources of Christan art in the Mediterranean lands, but this still means that several 
different regional traditions converged in the Middle Ages. The influence of Egypt 
as much as Italy can be scen in the materials. But this does not mean that all 
Byzantine art was homogeneous, or that Constantinople was the only producer 
of this Byzantine art. А number of works included here were produced in other 
regions of the Orthodox world, and respond to several traditions: the ampullae 
which contained sacred oil from the Holy Land (cats 26, 27) were brought to Monza 
around боо and were seen by Westerners as precious relics from the East. They 
are part of Byzantine art, but their history is worked out far outside Constantinople, 
The silver paten from the Hermitage Museum, St Petersburg (cat. 286) has similar 
imagery to the ampullae, but its origin is even further from Constantinople, probably 
from the Nestorian church іп the East. Such works as these show that Byzantine art 
served a community much wider than the city of Constantinople. 

A look at these early works sets in front of us a self-consciously ‘modern’ society 
that recognises its roots; pagan forms combined with Jewish sacred writings have 
been reinterpreted in a developing Christian art which supports the new ethical and 

political values, and which defines the structures of power, both human and divine. 
The prevalence of images of Christ, the Virgin Mary and Child and the saints, and 


ol the Gospel events operate on many levels: for example, they define the best 
models for humans to imitate in their lives, they reiterate the truth of Christian 
doctrine and they act as reminders of the importance of the family unit within 
society. But they are much more than didactic objects. They can give solace in 
time of trouble and they act as a focus for prayer for good health and a prosperous 
family. The word ‘icon’ is so obviously appropriate for works of art that are not 
only pictures, but also representations of the ideal life and adjuncts ol prayer 

and worship. 

The progressive early Byzantine development of art was challenged by the 
iconoclast emperors of the eighth and ninth centuries, who banned the production 
and display of images of Christ, the Virgin and the saints. This period of reformation 
of art has intrigued historians, who have offered many differing explanations and 
motivations, from puritanism to a power struggle between the emperor and the 
expanding hierarchies of Church and monastery. The failure of iconoclasm or, as 
и was called, the ‘Triumph of Orthodoxy’ (as in cat. 57) resulted in figurative art 
becoming the essential identifying feature of Byzantium from the ninth century. 

The art of the ninth and tenth centuries, produced during the successful military 
expansion of the empire under the Macedonian dynasty, and specifically under the 
scholar-emperor Constantine VII Porphyrogennetos (саг. 68), offers us new interests 
in art. To this period belongs the development of Byzantine enamel production 

and the expansion of production of works in ivory and other materials. The court 

in Byzantium was at the centre of such luxury arts. Some works emphasise the 
Classical interests of the literate élites who continued to read the works of Greek 
Antiquity, and were consumers of newly produced manuscripts of famous authors, 
now written in minuscule instead of the majuscule script which had been the norm 
until the ninth century. The majuscule script was sull used in an illustrated ninth- 
century manuscript of the Sacra Parallela of John of Damascus, an anthology of 
quotations from the Bible and Patrisuc texts intended to provide moral and ascetic 
inspiration, including over tooo thumbnail sketches, among them one of an icon- 
painter copying an icon to illustrate a fourth-century text by St Basil: *As the painters 
when they paint icons from icons, looking closely at the model, are eager to transfer 
the character of the 1con to their own masterpiece, so must he who strives to perfect 
himself in all branches of virtue look to the lives of saints as if to living and moving 
images and make their virtue his own by imitation’ (fig. 7).* The text, in which 

a theoloman gives his version of how Byzantine icons were produced, helps 

to document how art was understood to function in Byzantium. 

Other works of the Middle Byzantine period emphasise the Greck pagan 
past (like the Veroli Casket [cat.66] or the gilt-glass cup from San Marco that 
mischievously combines obscure Classical imagery with fake Islamic writing [сас |). 
This period of Byzantine thinking was distinctively ambivalent in its uses of 
Antiquity. Writers like Michael Psellos in the eleventh century explored Platonic 
philosophical ideas to see if they might fit within a Christian framework.” Visually 
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the Veroli Casket shows that, with а good knowledge of pasan msiliology, 
it was possible to produce sophisticated satire aud humour which the equall 
knowledgeable viewer would appreciate. Particularly revealing about Byzantium 
and the past is the chur h at Skripon see car Ag Из patron, the protospatharios 
Leo, was a rich imperial official who owned the land around the church, From 874 
to 874 he built the large church entirely by recycling columns and marbles from the 
nearby ancient city of Orchomenos figo). He composed an original set of highly 
elegant verses in а proficient Classical style lor inscripiion on the west wall, whereas 
Ше templon screen inside the church has animal and vegetal designs in ۱ 
11116 lassical forms. | Не ( hurch stands iW апидие пиши, lut i both celebrates апа 
subverts the 11۸ al Amtiquits ШЕК де Oral, 1 lu ЕТ | 15 (уа Byzantium 
admired and imitated Antiquity, but it never simply reproduced ц: Byzantine artistic 
aims and resources were very егет from those of the ancient Greco-Roman 
world. Some historians have seen this as decline, and im some material ways Ше in 
Byzantium was less ааст than in Antiquity, But who can say that Pompeii was 
‘better’ than Constantinople as a place to hve? 

Byzantium maimtained an ambivalent dialogue with Antiquity throughout 
its entire existence, but it celebrated the fact that pagan Antiquity had been 
superseded by a Christian Roman Empire, and thus a superior culture had been 


created, Ц is therefore clear that lile in Byzantium revolved around the religiosity 
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of ۱۱١ new culture, and so did its art. Even in the home, in objects for special or 
everyday use, à mixture of Christian and secular references pervades. People wore 
pectoral crosses to ward ОП evil (cats 120, 100), and the passing of time was marked 
by Sunday worship, church festivals and holy dass, and above all by the annual 
commemoration of Easter, which stimulated many of the works shown here, such 

as the double-sided icon from Kastoria (сай tb), which was carried in prer ession 

on Good Fridays. Ex-voto donations of art were made to churches, and the greatest 
beneficiaries of the patronage of the rich were the monasterics. The wealthy founder 
of a monastery (sometimes the emperor or an empress) could expect eventual burial 
waathiri its prec ects апа perpetual 11111111177 prayers lor LUTTE S SIEHE i| 41115 111 the 
afterlife. Others could donate icons or icon covers or liturgical vessels so that their 
identity would be preserved after death. 

Мапу works illustrated here are the outcomes of such donations and aspirations. 
From the modern perspective, we have the dilemma of how to interpret the ёгса! 
number ol works ol art (as we call them) of this kind. Ihe re-run of Byzantine 
iconoclast thinking in the Reformation and the subsequent схе lusion of images 
Irom many Protestant churches may have triggered спасі of the prevalence 
of Byzantine images as superstition or magic. But after iconoclasm the Orthodox 
church itself tried to disassociate connotations of magic from images in accepting that 
they did m some way partake of the supernatural so that the holy figures represented 
could гесетис the гах CTS апа requests lor interi ession 411 ldress d Le them." lI he ШЕМ 
powerful images of this kind were those of the Virgin Mary Hodegetria (cat. 177). 

It was believed that the model for all these icons was an image of the Virgin and 
Child painted [rom the Ше by the Evangelist St Luke. His panel was believed to have 
survived in Constanunople and was venerated in the Hodegetria monastery unul its 
destruction in 1453 (see cat. 266 for а Russian version). The icon could be venerated 
111 cl special shrine ІП the monastery and мае carried outside in cl publi pri cession 
every Tuesday. Over the centuries it was credited with many miraculous healings 


and benefits, and copies were equally believed to have miraculous powers.’ 


AFTER 1204 

Loi centuries айе 115 foundauon ( гаити iple мах ГСМИТС led d^ the 11154151 fabul ҮЭ 
city ol the Middle Ages. This all changed after the sack in 1204 by the armies of the 
Fourth Crusade, and the establishment of the Laun kingdom of Constantinople, ши 
из recapture in 1261 by the last Byzantine dynasty of emperors of the Palaiologan 
family who had been in exile at Nicaea, Constantinople lost many of its treasures: 
many went to Зап Marco in Venice, the Samte-Chapelle in Pans and other places 
in western Europe (Пе. то). The works taken to the West came from the Great Palace 
of the Byzantine emperors; from the Hippodrome, including the famous four gilded- 
bronze horses which, like many other antique statues, had been collected for the 
emperors and brought to Constantinople for public display; and from the treasuries 


of the churches of the city where relics of the saints were kept in gold and silver 
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reliquaries. Yet the final centuries of Byzantium produced a multitude of new works, 
micromosaics and icons in particular. 

But one senses that, in this final period, a continual watch was being kept on 
surrounding, rival cultures. Some of these societies accepted Orthodoxy, as in the 
Balkans and the Russian lands, but these too were a potential threat to Byzantium, 
for in emulating and reproducing its visual language (as in the Gospels of Ivan 
Alexander [cat. 287]), they were posturing as future successors to Constantinople; 
indeed, in due course Moscow was to be claimed as а third Rome. Equally и was 
impossible not to fear the ever-closer encroachment of the Ottoman Turks (whose 
art, too, partly appropriated Byzantine ideas and techniques), and, even though the 
emperors went to the West to ask for help against Islam, the proposed union of the 


churches of East and West declared at the Council of Florence in 1439, much 
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promoted by the fiture Cardinal Bessarion (Cal. 254), was never accepted by the 
clergy and people of Constantinople, Formerly Byzantine territories lost to the 
Crusaders, like the islands of Cyprus and Crete, never returned to imperial control, 
but their mixed populations of Orthodox and Catholic sponsored а new form of the 
icon that combined traditional Byzantine forms with the greater naturalism of the 
Italian. Renaissance. The most prolific of artists in Crete was Angelos Akotantos 
(cats 238, 239). His work brings out one of the most conspicuous changes in the 
history of the icon: the artist's readiness to sign his work. Up to the twelfth century, 
Byzantine icons are anonymous productions of undocumented artists, but from 
that century onwards artists began to sign their paintings." Angelos is known from 
several signed works and from the evidence of his will of 1436, which records the 
paintings in his workshop and his wish that his materials be inherited by his 
парога) son. 

This different world in which we can begin to identify artists and their interests 
coincides (Бу chance) with the end of Byzantium. The history of art is most familiar 
as a scientific discipline when art can be matched with 115 artists as known 
personalities.” The challenge of Byzantium is to read its art without the anecdotal 
help of the lives of its artists, and with texts which delight to tease rather than edify. 
When Photios in 864 wrote a homily to inaugurate а church, he praised the mosaic 
Hoor in these words: “The pavement, which has been fashioned into the forms of 
animals and other shapes by means of variegated tesserac, exhibits the marvellous 
skill of the craftsmen, so that the famous Phetdias and Parrhasios and Praxiteles and 
Zeuxis are proved in truth to have been mere children in their art and makers of 
hgments.''" If we stand in front of such a mosaic floor as that [rom Thebes (саі.8), 
we might remember that a Byzantine like Photios would have used it as an 
opportunity to show off his learning. That tells us a lot about Byzantine 
intellectuals and their mindset, but less about how the artist, the patron and 
the Byzantine public thought about their art. 
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HE BEGINNING OF BYZANTINE. ART 
must be dated to the vear за when 
Constantine maugurated а пем 
capital of the Roman Empire on 
the ancient city of Byzantium, renaming it 
Constantinople after himself! This city, 
mistress ol the medieval world until its Fall in 
1453, has been largely supplanted by modern 
Istanbul. The great porphyry column that 
carried the emperor's statue in the centre of 
Constantinople’s unprecedented circular forum 
still stands, but the statue and the two-storey 
colonnade that surrounded it with a collection 
of antique sculptures are all missing, Grand 
colonnaded avenues crossed the city, punctuated 
by plazas with statues that proclaimed the 
dynasty which Constantine hoped го found, 
including his mother Helena in the Augustaeum 
and his four sons in the Philadelpheion. The 
figures of his sons, carved in porphyry, were 
carried off to Venice, where they stand at the 
entrance of the Doge's Palace, embracing one 
another and clutching their swords. 

However, the most extensive surviving 
decorative elements in the new city are the 
mosaics of the Termae Constantinianae, 
actually erected by Constantine's son Constantios 
(337—61), which were removed to the Istanbul | 
Archacological Museum from their site beneath 
Istanbul’s present town-hall (fig. 11).* Scenes of 
the hunt, the wealth of the earth and joyous 
Dionysiac imagery in nich frames testily to the 
copious inheritance of antique art by the artists 
of the new capital. But none of it 15 Christian. 
The population of the city, newly arrived 
immigrants from all over the empire, brought 
with them their old pre-Christian cults and 
culture, including a rich repertoire of Classical 
imagery that formed the first nucleus of 
Byzantine art. 

The first beginnings of Christian art, however, 
antedate the founding of Constantinople. The 


THE BEGINNINGS OF CHRISTIAN ART 


угоу ol Christianity was very gradual, 
In Eie pt, the only province where one can 
trace the numbers, Christians mace up less than 
зо percent ob the population when the Chureh 
was Hirst recognised in Constantine's decree of 
дер by the middle of the fourth century this 

had risen to 50 per cent, and by the beginning 
о the following century risen again, to over 80 
per اوی‎ One can imagine a parallel growth 

in other centres ol the empire, faster or slower 
іп cdillerent regions, The Roman aclministration 
at first regarded Christians as a troublesome 
ооо! of Judaism, which they suspected of 
atheism and conspiracy, and intermittently 
persecuted for disloyalty, Systematic persecution 
was instituted by Decius (249—751) and Valerian 
(253-60), who arrested the clergy and set up 
commissions requiring citizens to sacrifice to the 
traditional gods. But Gallienus (260-68) restored 
Christian properties and civil rights and a truce 
ensucd for some 4o years, during which the 
Church experienced unparalleled growth, It is 
in the course of this ‘Little Peace’ that Christian 
art makes its first substantial appearance in the 
catacomb pamtings of Rome which peak in 
these decades. 

Unlike the grand imperial commissions that 
accompanied the founding of Constantinople, 
this was a popular art that owed its existence 
to the patronage of a Christian middle class 
wealthy enough to afford the services of 
professional excavators who carved the 
elaborate network of galleries into the volcanic 
stone, and skilled painters who developed а 
repertoire of Christian imagery. Significantly, 
this development took place without discussion 
or debate, images being customary with burial in 
Late Antiquity. The catacombs belonged to the 
Church and the clergy were buried there with 
the laity, implving that there was general 
acceptance of images in both lay and 
ecclesiastical circles, 





‘(Christian art is by definition religious 
im sulpectemabter amd in purpose. Ir belongs 
илч дэнс to the religious realm and its rise must 
be traced in the religions Ше of the Late Antique 
world. | езү the popular perception that 
Christianity overthrew the ancient cults, а 
sharp decline in the officially sponsored ancient 
religions had already occurred in the second and 
third centuries. The Jews lost their temple in the 
Sack of Jerusalem by Titus in ap 76 and with it 
their ancient priesthood came to an abrupt end. 
The ancient priesthood ol Egypt came toa 
similar if less abrupt end with the cessation of 
eovernment funding. For thousands of years the 
pharaohs had recorded their construction and 
dedicanon of temples, and Roman emperors did 


the same in Egypt, but at а rapidly declining 





rate, virtually ceasing with Antoninus Pius 

өңі б. By the mid-third century most temples 
had Fallen into disuse and priests disappear from 
documents. The decline of temple worship, 
however, did not ental the abandonment of 
relimon itself but its privatisation.” In Egypt this 
کا‎ traceable in а multiplicity of domestic shrines 
in the Fayum, where the traditional cults were 
carried out in more intimate circumstances, 
Altars for incense are found and vessels for 
purification rites and libations, while images 

of the traditional gods appear in wall paintings 
in niches or on smaller portable objects in 
terracotta or panel paintings that served as votive 
offerings. At the same time, prior to Constantine, 
Christian worship was also carried on in 


domestic chapels or house-churches, which, 
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Fig. 12 
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judging from the Roman walled city of Dura 


Europos, ¢.250, were also decorated with images. 
Christian theologians emphasised how they 
differed in belief and morality from their 
neighbours, whom they referred to as Gentiles 
or pagans, but in fact there were many areas of 
continuity in religious practice and observance. 
For example, seasonal festivals such as the 
celebration of the rising of the Nile in Egypt or 
the spring planting festival in Rome, called the 
Robigalia, were continued into Christian times 
on the very same dates. St Shenoute was invoked 
to make the Nile food. Similarly, the practice of 


‘incubation’, by which a sick person might spend 
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Ше night ata holy shrine m expectation af a 
cure, сонин mto Christian times, ٠" shrine 
о isis at Menoothliis 6 Мехапдиа Маза 
[уи pla e dor паси and ( 114 
continued ihe practice there, where eventually 
Cyril of Alexandria installed the relies of Saints 
Cyrus and John m 454. Мапу practices 
surrounding burial were also continuous, In 
the Greco-Roman world burial was commonly 
accompanied by зшуосапой ol the mods, who | 
were regarded as controlling the next world, such 
as Dionysos, Heracles and Demeter. Dionysos, 
besides Беше the god of fertility, as celebrated by 
his worshippers, the mosaic satyrs and maenads 
inthe baths of Constantinople, was also 
protector of the dead and guide of souls to a 
happier life. His popularity in Roman art 
continued into the earliest Christian funerary 
Imagery, with vines and fruit, personifications of 
seasons, and putti harvesting and crushing grapes 
са, 9.1). Such imagery was regarded as equally 
appropriate in the mosaics of the grand 
mausoleum of Constantine’s daughter in Rome 
or the painted catacomb tombs of more modest 
citizens. Heracles was also common in Roman 
mortuary iconography, for he slew the many- 
headed Cerberus that guarded the netherworld. 
His figure is frequently found carrying the 
offering table in tombs. Christians used the same 
offering tables, but, instead of Heracles, the 
supporting figure is the Good Shepherd (саг. 3). 
The introduction of the Good Shepherd 
marks the first step in a decisively 47 
iconography. The figure is ubiquitous, appearing 
from Britain to Syria, from mural decoration to 
terracotta lamps. He ts a hgure with many 
values. Christ identified himself as the Good 
Shepherd who goes in search of the stray and 
lays clown his life for his sheep (Luke XV, 377: 
John X, 16-18), and Psalm XXIII makes him 
into a kind of psychopompus like Dionysos ог 
Heracles, guiding the soul through *the valley 








al Пие slice ol death’. M the same time hie 


alien retur traces ol his ШІМ antecedentis im 
the boyish: Fact ancl curly hair that resemble 
closely the youthful Dionysos and in the fawn- 
chin cloak of his revelries, w hich he wears in ihe 
Асн example 16.12), Ihe Сэгс Shepherd 
ws seon surrounded in the catacombs of Rome 
as well as, somewhat later, in the tombs of 
Phessaloniki with an ever-expanding repertoire 
of subjects from the Old and New Testaments 
employed in staccato, emblematic fashion to 
evoke stories of deliverance. Jonah and the 
Whale, Susanna and the Elders (eat.g.2), and 
the miraculous cures of Christ are typical, The 
images carried an implied prayer for similar 
deliverance of the 6 

The production of elegant marble sarcophagi 
in Rome is the most copious document of the 
development of Early Christian iconography. 
Nearly 1,000 examples survive, reaching a peak 
in the late fourth century. Made of expensive 
marble from Carrara or Greece, they cost 
hundreds of times the expense of simple 
interment, and were mtended for clientele of 
the highest social standing, such as the example 
made in 359 for Junius Bassus, the prefect of the 
city. At first produced in pagan workshops with 


a пихей range of subjects both pagan and 
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Christian, they developed in the period after 
Constantine an exclusively biblical iconography, 
carved in Christan workshops. The careers of 
\braham, Moses, Jonah and Daniel were 
especially popular anel New Testament themes 
were less common. In the second half of the 
fourth century, however, scenes of Christ's 
miracles came to prevail (fig; 13). Towards the 
end of the « entury more ambitious works were 
introduced in formal architectural framings, 
organised aroun« convereing compositions that 
covered the entire front of the sarcophagus, with 
twelve Apostles flanking Christ. 

The Enthroned Christ with his Apostles in 
the mosaic of Santa Pudenziana, Rome, is the 
earliest analogous apse composition.’ А work of 
the second decade of the fifth century, itis a 
landmark in the history of art (fig. 14). The apse 
ol a church provided the largest unified space 
avallable to an artist (8.8 metres across at Santa 
Pudenziana). To meet this challenge, а new 


medium was invented, namely mural mosaic. 

Fig. 13 

Miracles of Christ 
flanking Susanna and 
the Elders on the 
“Trees Sarcophagus’, 


In Greco-Roman art, mosaic had been а 
medium of floor decoration. When liberated 
from the scuffing of feet, the mosaic could 
include a wider range of fragile materials: с.збо. Marble, 
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gold and silver foil sandwiched in glass. This 
introduced a radically new aesthetic. 11۹ 
loo И was a very new kind ol Image, lor it was 


a grand culuc icon, that is а non-narrative 


painting meant for direct veneration. By contrast, 


cemetery art was rarely seen; one visited the 
tombs only on the anniversanes of the deceased, 
and the images were intended to tell a story 
rather than to be objec is of devotion, But 

placed at the end of the nave before the staring 
gaze of the faithful, the mosaic of Christ at Santa 
Pudenziana was offered for direct veneration, 
and Christ was given the full beard and long hair 
that had been used to distinguish Jupiter from 


the other gods. 


CHRISTIAN ART 


| he veneration of images sprang 
directly from the votive use of images in the 
Greco-Roman world; in the ancient world 
communication with divinity always involved 
images. The explanation Гог the practice із seen 
Im the ТЕСТ приоп that Christ holds in [115 book, 
which reads in Latin, "Fhe Lord who preserved 
unharmed the church of Pudenziana’. The title 
preserver, or cogseraltor, was used in Roman 
dedicatory inseriptions thanking the gods, or 
sometimes the emperor, for their protection; the 
making of the Pudenziana mosaic image was 
therefore an offering in thanks for deliverance, 
very probably referring to the church's salety 
during the Sack of Rome by the Visigoths under 


Maie 111 үн» This kind of practice, kriown ав 
dhe votive ollering OF images, was Conlon plies 
i Пе Cure атам ман amd was ШШЕ 
ы al Lari ү! eal thie artisti prodi eom" 
Mobilier om Па received а сікіс honour. а 
«сінаў ini the games, or а cure, one манне Іо 
express OC s 77 itin to the рум 1%, anc this 
was done most commonly by having ан maus 
пасі al the ecu EE whom апе MUS addressing 
thanks. A large portion ob the 1 production 
ob the ancient world sprang from such à 
ишиг the Ам гора іх im Athens, fey 

i xample, was crowded with hundreds of votive 
мани, In Roman times wooden panel рап, 
Ihat і TOF 65 icons in the art historians use ol 
ihe term, came to be used in this context as 

well, as is documented frequently in Pompeian 
painting and in the sui vival ol a large corpus 

of pre-Christian icons из Egypt (fig. 15. One 

must infer that the Christian use of toons 

was conunuous With this ancient use, as the 
construction and compositions ol Early Christian 
icons echo them pre-Chiristian antececerts. 
When Bishop Eusebios of Caesarea in Palestine 
describes seeing icons of Christ, Peter and Paul, 
they must have been common in private 
domestic use: but he felt that thes should not 

be used im the new public church buildings that 
were appearing everywhere in tlie 4208 and 3305. 
However, icons became very popular and 

within a ССПІМГҮ they decorated churches all 


over the Mediterranean. 
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From Constantine 
to Iconoclasm 
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Я не CONVERSION OF CONSTANTINI 
in the carly fourth century led to a 


стадия! replacement of paganism by 





Christianity in the official life of the 
Roman Empire. The emperor became cut oll 
[rom the old pantheon of deities, and placed 
instead in a close relationship with the Christian 


god. Addressing the sixili-century 17 


Justinian, the court poet Paul the 85 


declared: ‘We know Christ is the Lord, we know 


it completely ... Whence you have Him present 


ах a colleague in your actions, whether vou Їгатс 


laws, whether vou found cities, whether you 
build churches, or whether vou set arms im 
motion, should that be necessary ... whence 
victory attaches to your labours, like а 17 

V he successful ruler was always partnered by 
Christ. In art, this association was expressed by 
а shared imagery derived from imperial rituals, 
as can be seen in the adrenins, the venerable 
ceremony which welcomed the arrival ol a 
dignitary, especially а triumphant emperor into 
а city.” А gold medallion from Constanunople 


cat. 20 depicts 3111 15 of Justinian, who rides 


in full armour behind a personification of Victory 


holding a Tri phy. Beside the mounted сіпретог 
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COI ae 


shines а sir, an old svinbol of the adven nf 

a ruler. Aci үй to Men пас the autor 

ob a dburd-cceniury manual for orators composin 
Bin. 


aul speci hes, а rhetorician had ta welcome 


АГ 
emperor ws a 1 Irom on 7 Byzantine 
portrayals of the Entry ol Christ into Jerusalem 
ou Нема the гийн nr p A cal MER emperor, 111 spite Of the 


Gospel account ol the event, which subverted the 
official ceremony by having Christ ride on an 
ass,! Even on а humble object, such as a sixth. 
century pilgrim token (fig. 10), the triumph of 
Christ 15 resonant of imperial art. The Image 
impressed inito the clay Чери ба wingec ange] 
leading Christ's mount, just as a winged Victory 
goes before Justinian’s horse on the gold 
medallion.? 

In Early Byzantine art, the emperor and 
Christ shared not only the same ceremonials, 
hut also the settings in which the rituals took 
place. A good example of this phenomenon is 
a sixth-century ivory now in the British Museum, 
London, which depicts an angel framed by an 
arch and standing at the top of a flight of steps 
cat. 21), Originally, this ivory formed the right 
half of a diptych, whose left panel is now missing. 
The position of the angel at the top of the stairs 
has a parallel in the carvings of the base beneath 
the obelisk set up by Emperor Theodosios I in 
the Hippodrome of Constantinople (fig. 17). Here 
two officials can be seen standing on the steps 
that lead up to the imperial box, which was 
called the kathisma, A set of instructions for the 
attendance of the emperor at the chariot races, 
later incorporated into the tenth-century Book of 
Ceremonies of the Byzantine court, helps to explain 
the role of these attendants." According to the 
Book of Ceremonies, before the start of the races 
the emperor was to take his place on the throne 
in the kathisma. An official named the praepositos 
was to station himself at the top of the stairs 
leading to the box, so that he could call upon 


the patricians to mount the steps and make 





aberanee to the enthroned emperor. After the 


patri inns Най pone down the stairs again. the 


теті itl Ше hop nl the stel ку WIS Ш IVT 


them another sign. so ІІ су сонс го bo their 
places on the benches and watch the races.’ 
[wo other passages in the Seok of Ceremonies 

describe the promotion of a courtier to the office 
ol magistros, One set of directions explains how 
the emperor м ill make a sign to the preeposiios, 
who will then approach him and tell him the 
name of the candidate to be promoted," The 
second set of instructions stipulates that the 
praepositos will lead the candidate Чо the feet 
of the emperors’, who will be enthroned at the 
top of a [light of porphyry steps.” We see, then, 
that the angel portrayed in the ivory assumes 
the role of a palace official whose job it is to 
guide a candidate up the steps and into the 
presence of the ruler, who is, in this case, Christ. 
An inscription carved above the angel makes his 
role more explicit, It may be translated: ‘Receive 
the suppliant before you, despite his sinfulness.' 
Thus the angel, like the praepositos in the earthly 
palace, is announcing to Christ the suppliant 
who will climb the stairs to his promotion in the 
palace of heaven. In the case of the ivory, we will 
never know who that person was, but, as ivory 
diptychs were associated with the élite, he must 
have been a man of very high status, possibly the 
emperor himself. In all likelihood, the individual 
mentioned in the inscription was depicted on 
the missing left-hand wing of the diptych. 

Just as the court of Christ was perceived 
as being similar to that of the emperor, and 
vice versa, so also the empress and the Virgin 
reflected each other in art. In the Byzantine 
palace, there was a court of women, consisting 
of the empress and the wives and widows of 
prominent officials, just as there was a court of 
men. Each court had its own set of ceremonies, 
the one parallel to the other, There was, for 
example, eventually an adventus ritual for the 





arrival of an imperial бапсёе at Constantinople, Fig. 17 
Ihe һахе ol 
the obelisk of 


Theodosios, Istanbul, 


in which the women of the court went outside 
the city to welcome their future empress. 
showing sanding 


When the Empress аррға rec in State. she мач Уика 
1 officials on the steps ol 


surrounded by many of the same trappings of the imperial box, 390 
power as her husband.'^ An ivory relief of the 
sixth century (cat.24) portrays a bejewelled 
empress enthroned beneath a domed canopy 
held up by four columns and screened by 
curtains. A similar canopy is described by 
the court poet Corippus in his account of the 
accession of Justin II (565 - 78) after the death 
of Justinian; it covered the throne of the emperor 
in the Great Consistory, a hall of the palace used 
Гог the reception of foreign embassies.'' Thus the 
empress in the ivory is on display as the focal 
point of a reception in the palace, revealed 
to her visitors in all of her splendour by the 
parting of the curtains. 

Another reception is portrayed on a sixth- 
century ivory now in the Bntish Museum, which 
depicts the Adoration of the Magi (cat.22), The 
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three Magi approach the Virgin and Child 

as foreign ambassadors, Their costumes, short 
mantles worn over long trousers and soft, 
pointed caps, are Persian. Their gestures derive 
from imperial ceremonial: each uses a fold of his 
mantle to drape his hands as he offers his tribute 
to the Virgin and Child. They are introduced to 
the enthroned pair by an angel holding а long 
stall with a jewel-studded cross at its пр. This 
angel replaces the 05170270, a palace official 
attested from the sixth century, whe, according 
to the Book of Ceremonies, introduced ambassadors 
al receptions, Like the angel in the ivory, the 
охїапох carried a staff adorned with precious 
stones," Finally, we may note that the Virgin 

is not sitting in a simple house, but enthroned 

as ап empress under an arched canopy carried 
on columns. 

The Virgin reappears in a palatial setting 
on a later ivory which depicts the Annunciation 
(cat.23). In this carving, the Virgin has just risen 
[rom her throne, and is standing on its jewelled 
platform to receive Gabricl's message. Behind 
her is an elaborate building with a facade like 
that of 3 Classical temple, with ornate columns 
and capitals supporting a triangular pediment. 
This building probably represents the Virgin's 
house, which is here again portrayed as a palace. 
The location of the Annunciation outside the 
Virgin's house, and not, as the Gospel suggests, 
within it, proves the veracity of Christ's 
miraculous incarnation. The conception takes 
place out in the open view, not hidden in the 
inner quarters of the dwelling, where it might 
have been suspect. 

In addition to portrayals of the emperor and 
empress, the Byzantines also made portraits of 
those holding office lower down the hierarchy, 
especially the consuls. During the fifth and early 
sixth centuries the consuls issued ivory diptychs 
to celebrate their accession to office. The last of 
these diptychs was commissioned by Basilius, 


who was consul im 541 (catis from l'lorence; 


The better-preserved leal of his diptych is divide 
horizontally into two unequal parts. In the upper 
zone we see the consul, who holds in his right 

hand the white handkerchief, or mappa, which he 


will threw ах a signal to start the eames in the 








circus in honour ol his accession. Below, the 
charioteers race around the posts that mark the 
ends of the course, 

In some consular diptychs we find an 
additional third zone added to the top of the 
composition. For example, the diptych of 
Clementinus, issued in Constantinople in 519, 
shows the consul in the centre, dressed in his 









official robes and holding the mappa (cat. 13). 
Beneath his feet two slaves in short tunics pour 
out the largesse distributed by the consul at the 
games - coins, pieces of silver plate and palm 
[ronds for the victors, At the top two medallions 
containing busts of the reigning emperor and 
empress, Anastasios and Ariadne, complete the 
hierarchy. Later Byzantine portraits of the saints 
expressed the straufication of the heavenly court 
in a similar мау" A sixth- or seventh-century 
painted icon of Saints Sergios and Bacchos 
portrays the pair beneath a medallion 
containing the bust of Christ (cat. 313). In 

their earthly lives, Sergios and Bacchos had 
been members of the palace guard, before their 
imperial master, Maximian, martyred them for 
their faith. The golden torques around their 
necks mark them as members of an élite unit. 
According to their legend, the two soldiers 

were stripped of their torques when they were 
deprived of their military rank, Now, in the. 
court of heaven, they wear them again as 
servants of their true master, Christ. 

In the works of art that we have been 
considering, dating from the sixth and seventh 
centuries, the earthly and the heavenly courts 
mirrored each other. Even if the one court was | 
not an exact reflection of the other, they certainly. 


Javed! the sume sense of order, with similar 
„+ 


hierarchies, settings and ceremonials, With the 
advent of iconoclasm in the eighth century, the 
mirror маз shattered. Ostensibly, from 730 until 
844, with only one brief hiatus, the Byzantines 
were forbidden to venerate religious images, 
The reasons Гог this change of attitude were 
complex, but undoubtedly the sudden success 
of the Arabs had much to do with it. During 
ilie seventh century the Arabs steadily 
advanced at the expense of the Byzantine 
Empire, conquering Syria, Egypt and North 
Africa. They penetrated deep into Anatolia, 

and laid siege to Constantinople itself three 
times - the last occasion being during the 

reign of Leo Ш, the emperor responsible for 
introducing iconoclasm. The rise of the cult 

of icons in Byzantium had always caused some 
unease, as it appeared to contravene the Second 
Commandment against the worship of graven 
images.” Because the Arabs, following their 
Muslim faith, banned all representations of 
living creatures from their places of worship, 
their victories must have raised new concerns 
among the Byzantines about the role of images. 
in their own lives and worship. Was God not 
punishing the Byzantines for their idolatry by 
favouring the Arabs? 

In addition to the fear generated by Arab 
advances, Christian icons were overshadowed 
by another set of anxienes, which concerned the 
unorthodox use of images. A seventh-century 
bowl found on the island of Cyprus, which bears 
the image of an unidentified saint, illustrates 
some of these concerns (cat.45). As the man in 
the dish wears a torque, he may be Sergios or 
Bacchos. Originally there was probably another 
bowl with the companion saint, so that the 
two vessels formed a set. It is probable that 
the bowl was manufactured for domestic use.'® 
А collection of miracles of the Egyptian saint 
Menas recounts how a citizen of Alexandria 


ordered a silversmith to produce a plate 
engraved with the name of the saint, from 

which he subsequently took his meals. After 

he had eaten, his slave washed the plate in the 
water of a lake," Опе may imagine that the bowl 
(тот Cyprus could have been put to similarly 
mundane uses, so that the purpose of the saint's 
image was not to receive veneration, but to 
provide a blessing for the owner's meals. By the 
seventh century other houschold items, such as 
jewellery and clothing, were also being decorated 
with depictions of saints. Here again, the role 

of these images, which were often anonymous, 
was not to be the focus of legitimate worship, 


Fig, 18 

Folio ади of the 
Khludov Psalter 
(cat, 5o), with the Bas 
iconoclast council of 
awash with blood, 
ninth century. 
Tempera, cinnabar, 
golden painting 

and ink on vellum, 
и) x 15 cm 
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Fig. 19 
The ‘Daviel Casket’, 


end of ninth century, 


Ivory, 16.1 «8.4 
x 10.3 cm 


Гато Venezia, Romr 
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BOUT THE YEAR 1075 à mysterious 
individual named Rekaumenos, 


who seems to have been a highly 





placed military governor, 
counselled his peers: 

If someone revolts and proclaims himself emperor, 
do not support his scheme but stand aloof from him 
‚.. Preserve fealty to the emperor in Constantinople 
and vou won't fail in your expectations ... І beseech 
you ... to side with the emperor and to keep serving 
him, since the emperor w ho has his court in 


Constantinople must always win.’ 


More than a moralising plea for loyalty, this 
piece of advice implies that the reader might 
take the opposite course and move against 
the emperor — a possibility frequently realised 
in the long history of Byzantine conspiracy 
and usurpation. Both fealty and expectations 
characterise the nature of those objects that 
we have, works of art that in one way or 
another may be associated with the Byzantine 
court as things emanating from, or presented in, 
this milieu. Аз against the long-lost physical 
environment and decoration of the Great Palace, 
these things still speak of the pretensions and 
ambitions of those who made use of them. 

The offering and reception of gifts (and 
titles), and broad suspicion as to the motives 


underlying such gestures, play a sizeable part 


SS — 2 





m the counsels of Kekaumenos, Both strategi 
С 
also figure in the mic-tenth-century works kn 
аа 4 қ Own 
as the Hook 01 Ceremonies апа (Jy Hie Administra; 
| : On of 


(he Empire, compilations attributed to Constantin 

УП Porphyrogennetos (sole rule g45-50), 1 

In these texts и کا‎ obvious what is offered and 

what is received, but in many cases where we 

have only an object unaccompanied by such 

specifications, itis difficult to know whether it 

was a present from or to the emperor, If jt js 

clear that the so-called David Casket in the 

Palazzo Venezia in Rome (Пе. 16) was given to 

the sovereign (and his spouse) - the Inscription 

on the lid, above an image of Christ blessing 

them and the donors saluting this event, spec : 

of the ‘couple of servants [who] adore as they | 

should, the imperial couple" = it is far from | 

certain whether a dismembered object like 

the leaf showing Constantine the Great? and 

probably alluding to his tenth-century successor 

denotes his demonstration of piety before the 

lost central member of a triptych presented by 

him or a gift to him celebrating this attitude. 
Such problems are inherent in many 

instances of this sort and telling in the ambiguity 

they present since they attest to values ideally ! 

shared by the ruler and his court. Іп other words, 

it is less important whether a piece originated at | 

the emperor's or an aristocrat's behest than that 

both parties to the artistic transaction partici- 

pated in a common ideology. Central to this 

body of thought was the ruler's well-being, for on 

this depended that of the empire over which he | 

ruled. His longevity, divinely protected physical 

health and ability to defeat his enemies were seen 

as concomitants. These beliefs are linked on an 

ivory diptych, the two parts of which are now 

divided. On the leaf in Venice (cat.75), as on 

another in Dresden," SS. John the Theologian 

and Paul are said in the epigram at the top to 

protect an emperor Constantine - almost 

certainly Constantine VII - from harm, while 


he partie) ol the Venice leaf, now in Vicnna 
(m 
1.74), 59: Andrew and Peter are described as 
(Cathe fre” 
absolving І 
\ndrew’s pacific, oratorical stance 


ium [rom his sims, It is interesting to 


compare 


all the Eures arc 
with the role assigned to him in the 


depicted n philosophers’ 


garb тээн لااب‎ 
| ок On the Admemestration of the Empire, іп which 
H " 


(сопы uite attributes a victory over the Slavs 
CMS te 


о the intervention of ‘the invincible and 
o tU 


inconquerable warrior and captain and marshal, 
1 t 

the triumphant and victorious first-called apostle 
Andrew . 
everal roles that this multi-talented saint was 
5 ғ | 


The difference دا‎ explained by the 


called upon to play in the mid-tenth century, 

A similar complementanty appears when the 
‘conography and inscriptions on a triptych, again 
in the Palazzo Venezia, are considered (fig. 20). 
On its left wing the legend declares that, with 
the help of the four martyrs depicted, the ruler 
‘again, most likely Constantine VII) puts his 
enemies to Hight - a sentiment repeated half 
a century later in a poem on the page facing 
the portrait of Basil П in his Psalter flanked 
by icons of military saints (бр. 5), where the 
martyrs shown are described as his ‘allies’. 

But the epigram on the triptych’s central 
member relates Christ's instructions to Mary 
and John the Baptist, the intercessors lor 
humankind, to release Constantine from all 
illness, even as He subjects all powers to his 
earthly representative." 

In the inscription on the left wing the 
emperor is credited with the carving of the 
martyrs, а familiar topos in which the sponsor 
ol à work is understood to have been its 
maker, Constantine, indeed, is described in a 
contemporary text as an artist in his own right 
and as the ‘corrector’ of other craftsmen.’ Yet, 
even if these skills are mythical, the object as a 
whole encapsulates the way in which Christian 
imagery was turned to the benefit of the 
emperor, This is so in the case of a chalice 





in Venice* — possibly looted by the Latins from 


the Great Palace or the Church of 5t Sophia - 
on the foot of which divine aid 15 invoked for an 
emperor Romanos. And on the even more ۹7 
gem-studded cross-reliquary at Limburg an der 
ahn,” sponsored by Basil the proedros (a high- 
ranking civilian dignity), an inscription on the 
frame asserts that, with the help of the Cross, 
Constantine (VIT) and Romanos (I or ID crush 
the barbarians as Christ shattered the gates of 
Hell. Appropriations of this sort are rile on works 
from the ninth through the twelfth century and, 
particularly during Constantine’s sole reign, 
occur on icons in a variety of materials. He 
masquerades as the first emperor of that name, 
crowned by Christ, in the pose used to depict 
the Prodromos (Forerunner) as he baptised 
Christ in the Jordan," on a well-known ivory 
plaque in Moscow (cat.68); and in the guise of 
King Abgar receiving the Mandylion on a wood 
panel at Mount Sinai.’ Repeatedly, аз we shall 
sce, he appears as David in the Paris Psalter 
(cat.60). But the exploitation of analogies to 


Fir. 20 

Triptych with Deis 
and saints, па еты 
century. lwory, 20.8 

x 7,b cm (left wing; 
24.5 = 14.2 ст [central 
plaque); 20.9 х 6.9 cm 


(right wing 
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Fir, 22 

The sickhed of King 
Hezelaah, folio мі 
of the 5 Psalter, 
11111-11731 11 65 
Tempera апа | 
mold on parchment, 
20.3 м 18.1 cm. 
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Judeo-Chinsthin Antiquity was limited neither 
нз the person nor the tine ol Constantine VI 
This rulers mariage to Helena, daughter of | 
his predecessor Romanos І (920 4), lent nes 
impetus te the long-established image of 
Constantine the Great and his mother Helena. 
who were regarded as archetypal defenders of 
the faith. They stand together at the foot of the 
Cross on a magnificent ivory in the Cabinet des 
Médailles, Paris (fis. 21). thus supplementing the 
iraditonal iconography of the Crucifixion 
represented by the Borradaile triptych (cat. 58), 

If size and excellence in carving аге evidence 
of imperial sponsorship, then the triptych in 
Paris is just such a crcation, most likely from 

the reign of Romanos IT (959-63),'^ 

Besides a repository of ancient ideas, the 
Palace was evidently a storehouse of ancient 
artefacts, both Christian and secular, These 
trophies were brought out in their original state, 
as were the silver ‘lordanes’ plate, the “ато 
and other minsouna of the fourth to sixth 
centuries," Near the sickbed of King Hezekiah 
in the mid-tenth-century Paris Psalter (fig. 29) 
stands а cherniboxeston (washing set) with a ewer 
of filth- or sixth-century type. More often, carly 
materials were incorporated into new creations, 
as in the case of the already-mentioned chalice 
of Romanos, the gadrooned bow! of which is 
a sardonyx vessel of Late Antique, if not Classical, 
origin. New life was similarly given to the massive 
rock crystal known as the *Grotto of the Virgin 
which in Venice, if not earlier 111 Byzantium, was 
mounted on a base now understood to Бе a votive 
crown of Leo VI (886 012; cat.064) and itself an 
artefact in which the emperor is presented as 
isapostolos, the equal of the Apostles and 
Evangelists who surround him. 

Between the ninth and the eleventh century 
the re-employment of ancient hardstones seems 
to have inspired Byzantine craftsmen to exploit 
newly mined materials of this sort. Within this 


” 


[all an agate paten in Paris,” into 


pe Гай! 


vli h ‘vals 1 
| аз! Supper 


vessel's Ран 


ча central roundel depicting Ше 
а scene especially appropriate to 


harisuc funcion = and the much 


the ы f , 
larger alabaste! example im Vence (cat 80), at 
| arger 77 | | 
he hub ol which a hall-length Ghrist who, in the 
the 


‘ascription around him, “lake, cat, this is my 
1 EES 
gives voice to the liturgical instruction 


body: А : 
4 Orthodox and other priests to this 


repeated h 


lav, One or more of these sumptuous utensils 
day. © 


| might well have come from a church or chapel 

| in the Great Palace or from St Sophia: the Hook 
of Ceremonies (1. chapters 1. 9) describes how, at 

Pentecost and on other feasts, the emperor laid 

chalices and two patens on the altar of the‏ وم 

| Great Church. The same text tells repeatedly 
с.т, at І, Chapter 15) of crowns, chains, silver 
candelabra, pearl-studded and enamelled book 
covers and other objects brought in from the 
treasury and neighbouring churches to adorn the 
Magnaura and other parts of the palace when 


ambassadors from abroad were received. 


| 
| 
To stress only unique objects in rare 
materials would be to distort the picture of 
гіз offered in the palace and to ignore the 
! circumstances of their circulation. More habitual 
| was the presentation of objects like the small 
silver crosses said in the Ceremonies book 


1, chapters 19, 22) to have been bestowed by 


| 

the emperor on a variety of dignitaries in the 

Church of the Mother of God of the Pharos 

on the feast of St Elijah and other occasions. 
| Such presents are probably exemplified by 
| а small silver cross at Dumbarton Oaks (fig. 23). 
On the obverse, around the bust of Christ, 
appears the plea ‘Lord help Romanos the 
Orthodox emperor', while, on the reverse, the 
Virgin's aid is invoked for “Basil the Despot born 
n the purple’. These nielloed legends make clear 
thàt the rulers in question were Romanos II and 


Basil IL, his son and co-emperor between go 





1 эр TL. " 8 : а 
Id 964, What the inscriptions do not tell us 18 


recorded in the Ceremonies book: these silver 

crosses were awarded during the same event 

as the prefect of the treasury and other officials 

offered to the emperor inlaid gold crosses. The 

precious-metal symbols were thus elements in 

a пша of eft exchange, a sacred compact of 

allegiances that could stay the Пих of loyalties 

implicit in the advice of Kekaumenos and all too 

often manifest in the political history of the era, 
Readers of the Book af Ceremonies 1 

well come away believing that without pomp 

there was no circumstance, no ritual context 

surrounding and affecting an object that may Fig. 23 

Cross of the Emperors 

Romanes H and Baal 

IT, або-бҙ, Silver, 


т. | к د د‎ ЄТТЇ, 


reasonably be assumed to have been associated 
with the palace. Yet in many instances it is 
dificult to identify surviving vestiges of Byzantine 
art with activities of the court, first because this DC Beanie бсн. 
text rarely enters into detail about the objects 
that it mentions; and, second, given its deliberate 
focus on ‘public’ events in this setting, because it 
ignores those things that pertain to relationships 
between imperial kinsmen and women, tokens 
exchanged as markers of family solidarity 
the most important, and sometnmes the most 
Hagrantly withdrawn, sort of allegiance, 
One example of such a ‘personal’ gift is a 
little-known cross-reliquary kept in the Church 
of St-Eloi at Eine in Flanders (fig. 24). Its cedar 
obverse, bare except for its gold and enamel 
lips, represented a particle of the True Cross; 
its reverse, sheathed in gold, bears an inscription 
describing this “branch of Eden’ as an offering to 
the Virgin of Мапа, born in the purple’. This 
princess was a daughter of Alexios I Komnenos 
and Empress Irene Doukaina, who presented а 
very similar silver-gilt reliquary (now in Venice)? 
to the Kecharitomene in Constantinople, the 
convent to which both mother and daughter 
retired after the emperor's death in 1118. 
Ostensibly devoid of political content, these 
richly decorated relics proclaimed the piety of 


their donors, even while the epithet ‘purple-born’ 
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not the final miniature of the ати 147 


575 


Пшт.22), whose life is extended by God acung 


through the Prophet Isaiah, CODTIOLCS the illness 


сэ 


22 


and absolution of Constantine VIL to which 


у? 
d 


there seems to be an allusion in the epigrams 


оп ivones (Cats 74, 75) there 15 litthe doubt that 
1 


>! 


a number ol ob СІ depi ted in the psaltes allude 
to proud possessions 01 the Great Palace, Today, 
there are many scholars who reject the picture of 
а society racked by сопаригағгу, иѕиграпоп and 


suspicion, attested by Kekaumenos and in the 





writings of byzantine chroniclers of life at court 
These doubters may well turn for camfort 10 
contemporary works ol art, a Божа ol production 
lrom which such dysfunctional features are 


chided or combated with visual strati ілі ч darkly 
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Въжаийита, tenih-elevenil 
centuries, with later alteraucns 


Bone on à wooden core, wih 


1 Сари, 13.1 x 24 x 14.0 cm 
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The Veroli Casket 
Constantinople, mid-tenili century 


Ivory and bone on wood core, 


metal hardware, 11.2 х 40.5 x 16 ст 
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Detail of cat. 8; 6 


lig. 25 

This detail of a 
founteenth-century 
wall painting from 


Mystras, Peribleptos, 


shows 3 dinner in 
progress 


N THE BYZANTINE WORLD, as indeed until 
quite recently, in the daily life of rich and 
poor, laymen and clerics, in the city and in 
the countryside, pottery served basic needs, 
such as storing and transporting goods ~ primarily 
foodstulls - lighting, and prepanng and serving 
[ood. The pottery presented here belongs mainly 
to the category of tableware, and thus this brief 
introductory essay focuses on these vessels. 

In form and technology, the clay table 
vessels of the Early Byzantine period! are the 
continuation and development of their Roman 
counterparts. The most popular shape 15 the 
shallow plate or bowl, generally of rather large 
dimensions, indicating use as common vessels for 
serving dry rather than liquid food.’ Wine and 
water were drunk from small deep bowls, similar 
in shape to the ancient phos. Closed vases in 
the form of the wine jug (oimochor) are also 
associated with drinking. 

The form and the size of the domestic vessels 
provide valuable information about eating habits 
(fig. 25) and diet in Byzantium, while the way 
they were decorated, as most were, reveals much 
about artistic fashions, beliefs and prejudices at 
the ume. Ceramic table vessels intended for 
household use could be decorated without the 
need to observe religious constraints amd dictates. 
The decoration on the ceramic table vessels 15 
a good example of secular art aimed at a broad 
spectrum of Byzantine society.’ 

The spread of Christianity is recorded overtly 


in the decoration of the clay domestic vessels of 


the Early Byzantine period. Christian symbols, 
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primarily crosses and Chi-Rho monograms ог 
Christograms, as well as scenes from the Old 
and New Testaments, and figures of saints; 
appear as decorative subjects that record the 
need of the faithful to invoke the presence 
and protection of the divine in their home. 

‘The shallow plate and the hemispherical 
bowl are the most common shapes for table 
vessels from the Middle Byzantine period, and 
again are generally of rather large dimensions, 
Size and form continue to indicate that these 
vessels were used as common vessels for serving 
food. However, vessels designed for use by 
individuals, such as beakers and cups, with and 
without handles, also exist." New shapes indicate 
that these vessels had a special purpose. For 
example, зайгапа or датта were vessels that had 
a heating device for keeping gravy and sauces 
warm at table. The renowned галан was a sauce 
whose main ingredient was fish blood 77 

The practice of coating vessels with glaze 
was an important development in Byzantine 
tableware. The use of glaze spread gradually 
from the seventh century onwards" and by the 
twelfth, and especially the thirteenth and 
fourteenth centuries, it was commonplace 
throughout the Byzantine world. In addition 
to its primary role of waterproofing the porous 
surface of the clay, glaze also influenced the 
way Byzantine table vessels looked, as 1t is shiny, 
brilliant and enhances the decoration. 

With the widespread use of glaze it was 
possible to produce clay vessels that imitated 
metal, thus satisfying, in large part, the persistent 
demand among the emerging middle class for 
objects made of humble materials to resemble 
those made of precious ones. In this context, 
various kinds of decoration developed, such 
as paint, relief and engraving. One variant of 
painted decoration was polychrome,” which was 
executed in vitreous pigments, such as blue, 
green, yellow, white, red and black, Black is used 


ihe outlines. Polychrome decoration was 


ап 
ipplicd io vases made of white clay, a practice 
associated with Constantinople (cat. 96). The 
ass 


polychrome vases overtly imitate vessels 6 
from precious materials with gem-studded rim 
and decoration in varicoloured enamels." 

A significant step in the development of 
Byzantine tableware was the use, in the late 
deventh century, of a whitish slip under the 
glaze on vases made of red clay."* Establishment 
of this practice was a decisive factor in the 
development of sgraffito decoration, the par 
excellence decoration of Byzantine ceramics." 
Зста иа decoration, whose name is derived from 
the Italian verb ота аға, Meaning to engrave, 


consists of engraving the slip in such a way as to 


reveal the red colour of the clay body of the vase. 


The incised red lines thus form the decorative 
subject. Byzantine агизапз experimented with 
the whole gamut of хага о and played with 
the presence of colour. On the fme-sgraffito vases 
they executed lacy designs (cat. 85), as well as 
representations of animals (eats 84, 86, g2) and 
human figures. The similarities between these 
representations and those оп metal vessels'* are 
remarkable not only in the affinity of the subjects 
but also in the rendering of details, such as the 
dots and the imbrications in the feld of the 
scenes, On the Corinth vase (cat.87), an example 
of Measles Ware, the fine-sgraffito decoration 18 
enlivened by dots of red slip, while on cat.63 the 
finely engraved decoration is accompanied by 
painted тош in green and purplish brown. 
Vessels decorated with the incised-seraffito 
technique feature not only birds (cat.91) and 
other animals but also scenes with warriors,” 
who are identified as the akrites, the guardian- 
heroes of the Byzantine marchlands, as well 
as musicians and dancers," 
On the vases with сватунесв decoration, 
the slip is excised from the ground of the 
representations so that the figures remain light 





against the dark red clay, in a charming contrast 
between the light and dark surfaces (cats 88, 
94» 93. 

Afier the thirteenth century, the number 
of glazed vessels found in excavations increases, 
pointing to their use by a wider section of the 


population, They are mainly small shallow bowls, 





suitable for individual use and for a chet rich in 


liquid foods, such as broths and soups," The Fig. 26 

Зайгато with lid, 
tenth century. Glazed 
ceramic, height 12 cm 


шта Шо decoration of Late Byzantine vases is 
enlivened usually under an overlying orange 


гу нага if узат 
Ангра, E Talks. 
гүн» gts а, іі 


transparent glaze (cat.g7) or is vanegated with 
brush strokes of brownish yellow and green 
paint, prepared from oxides of iron and copper 
respectively (cats 93, 258).'" Glazed vessels with 
slip-painted decoration are also among the finds 
dating from the thirteenth and fourteenth 
centuries (cat. 80). 

It is noteworthy that the ceramic workshops, 
which were decentralised in this period, began 
to produce works on a wide range of themes." 
The works they created had their own subjects 
and motifs, influenced by local events and 
conditions, This is particularly evident in the 


regions under Latin rule, such as Cyprus, Fig. 27 
whose decorative subie n tl لسن دا‎ алымды Plate, twelfth century. 
ose decorative subjects on the glazed. vessels Silver and gold. 
although they retained the transparent lead diameter 27.5 cm; 
depth 4.7 cm 


glazes and the ға о decoration of Byzantine 


Chi ер ана ай ibr чалы 
Мена, ЗЫ ста 


ceramics = were influenced by the Crusader 
world of the East (cat. 257). Coats 









of arms, knights and 
noblewomen appear 
frequently on Cypriot 
elazed vases of the 
fourteenth and 
fifteenth 
centuries, 
giving their 
owners а sense 
of luxury and 
nobility.” 
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94 


Plate with two lovers 
Ina garden 

Connuth or Lakonia or 
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Glazed ceramic, height 
45 cm; diameter 25.3 cm; 
diameter of base 11.1 ст 
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Glazed small four- 
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Detail of cat. гоз $= 


Fig. 28 

ша with 
mythological 
decoration, part 
of the Concesti 


treasure, fifth century. 


Silver, height 22.5 cm 
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OME LIFE IN BYZANTIUM MUST 
have differed greatly between the 
wealthy and the poor, both in the 
living space and in the decorative 
possessions and practical utensils. As usual in 
Late Antiquity and the Middle Ages, we know 
far more about the lifestyle of the rich than the 
indigent. Privileged households in Byzantium 
were furnished with vessels in silver and in ivory 
or bone, in addition to those in baser metals, 
glass and pottery. While the silver in the 
exhibition comes from five caches or treasures 
of silver plate ranging in date from the fourth 
to the eleventh or twelfth centuries, the two 
medieval ivory and bone caskets were preserved 
on their own, Each silver treasure, concealed in 
the past for safekeeping and never retrieved by 
its owner, is composed of different types of 
objects which vary by chance of selection and 
survival. The contents of the treasures suggest 
the range of domestic objects available in silver 
in the Byzantine period. 
The earliest piece of silver in the exhibition 
15 the Projecta Casket (cat. 12) from the Esquiline 
treasure of the fourth century, found in Rome. 
This treasure has a wide assortment of silver 
objects — two caskets, small plates and dishes, 
two wash basins, a flask, a ewer, two amphoras, 
spoons, chair ornaments (cat. 10.1—3), horse 
trappings — as well as a silver inlaid bronze 
ewer shaped as a female head, but it lacks larger 
serving plates of the type that appears in other 
treasures. Contemporary with the Projecta 
Casket is the ewer (cat. 114) that belongs to a 
collection of silver found outside the Roman 
Empire, at Traprain in Scotland. This find 
contains more than тоо pieces of Hacksilber, 
namely silver cut into pieces for its bullion value, 
and appears to comprise more than one set of 
looted domestic silver of the late fourth and early 
hfth centuries (five decorated flasks or ewers, 
large plates, at least 50 bowls and basins, goblets 
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and spoons). At the other end of the Late 
Antique period are the Cyprus and Mytilene 
treasures, from which eight plates (cats 30, 31, 
32, 42, 43, 44, 105, 100), hve spoons ‘cats 101, 
102, 107, 108, 109) and the handled wash basin 
(cat, t04) are exhibited here. Both treasures 
contain objects with control stamps, dating them 
to the sixth and seventh centuries.’ According to 
these stamps, the Cyprus treasure (nine plates 
illustrating a cycle of David; six serving plates, 
bowl, censer, sets of spoons) was formed between 
578 and 651, while the Mytilene treasure (four 
serving plates, two basins, ewer, lampstand, 
lamp, spoons) was perhaps acquired as a 
complete set some time between 610 and 630. 
Complementing all this Late Antique silver 
are ten plates of the eleventh or twelfth centuries 
(йш. 29) that form part of a treasure of unknown 
provenance, which has recently come to light. 
In contrast to the numerous sets of domestic. 
silver recovered from the earlier period, few 
comparable finds date to medieval Byzantium. 
But objects surviving from both periods suggest 
a continuous tradition of production and use. 
Medieval texts refer to secular silver services used 
in that period, from the imperial palace down.? 
Viewed together, the extant silver reflects the 
diversity of a refined industry and the public 
demand that it served. Despite the elaborate 
decoration of some domestic pieces, some 
localised wear indicates that silver was not just for 
display but put to use.* The plates and spoons 
seen here (cats 42—44, 101, 102, 105-109) were ! 
argentum escarium, part of a dinner service. The 
medieval plates mentioned above belong to a set 
of ten, eight of which stack together, making 
them highly portable objects suited to a military 
campaign or journey.” The handled basin and the 
ewer (cats 104, 114) may have been used at table 
for hand washing or elsewhere in the household. 
Alternatively, the ewer may have formed part of 
argentum potorium, a drinking service. The 





decoration of the silver casket (cat. 12) shows that 
it was carried to the bath together with other 
items, which include а яіша (a bucket), а type 
known elsewhere in silver (fig. 28) and shown 
here in brass (cat.98). The silver appearing here 
is supplemented by two ivory/bone caskets 
(cats 65, 66) from the Middle Byzantine period, 
whose specific use is unknown. These two casket 
types are characterised by flat and sloping lids 
respectively, the former continuing the general 
shape of the Projecta Casket. 
Decorative themes can relate to function 

or reflect the taste or status of the owner. Personal 
monograms appear on silver plates and spoons 
‘cats 49, 99). On all the objects - early and 
medieval - we see a mix of secular and decorative, 
mythological and Christian. Scenes relating to the 
hunt may be mythological or contemporary. 
Some argue that Classical themes reflect the 
owner's traditional (pagan) education ۸ 
Our interpretation of the owner's choice of 
decoration should ideally view each object within 
the broader context of its treasure, Aphrodite / 
Venus and mythical aquatic figures appear on 
both the Projecta Casket and the Mytilene basin, 
linking concepts of beauty, water and the bath. 
The front of the Projecta Casket juxtaposes 
portraits of Venus and the casket's owner, while 
its back shows the owner approaching a bath 
building. On the Мушепе basin, used for 
washing, Aphrodite stands above the head of 
Poseidon. On one of the three medieval plates 
discussed here, the personification of the Sea 
(Thalassa) adorns the centre, Rather than à 
reference to bathing, Thalassa may here allude to 
the titled owner's career (perhaps a naval опе?); 
two matching plates within the treasure portray 
equestrian figures, one military, the other engaged 
in hunting (fig.29), and these are possibly also 
personal references. It is interesting to note that 
the most developed mythological repertory scen 
here is late, being on the ivory Veroli Casket of 





characteristic of Late 


the tenth century (cat.66), while the slightly later 


Duthuit Casket (cat.65) illustrates Heracles among 


scenes of mythical animal combat. Likewise, 
animals appear on the carlier Cyprus treasure 
spoons of the seventh century (cats ror, 102). The 
spoons with panther and lion, seen here, belong 
to a set which would originally have numbered 
twelve, each bearing a different running animal 
(ram, griffin, hare, tiger, stag, bear, horse, boar, 
bull), all of which feature elsewhere in hunting 
or pastoral scenes popular in Late Antiquity, on 
other silver spoons (cats 99, 100) and plates such 
as that with the goatherd (cat. 33) and the brass 
bucket with hunting scenes (саг. 98). 

The David plates (cats 30, 31, 32) represent 
the most developed use of Old Testament 
iconography on silver, to convey a message that 
is both Christian and political. The Christian 
images on the Traprain ewer (cat. 114) include 
the mix of Old and New Testament scenes 
characteristic of numerous gold glass bowls 
whose inscriptions allude to drinking, pointing 
perhaps to a drinking rather than a washing 
function for the ewer, The cross in the centre of 
the Cyprus and Mytilene plates (cats 42, 44, 105, 
106) relates in its position and form to earlier 
central motifs on serving plates, particularly those 
with monograms which eventually become 
cruciform (cat. 43). Occasionally, mythological 
and Christian images are combined either on the 
same object, as on the Projecta Casket, where 
Venus appears not far from the Chi Rho of the 
dedicatory inscription; or within the same 
treasure, as on the plates (with cross) and 
wash basin (with Aphrodite) of the 
Mytilene treasure (cats гоў, 105, 
тоб) whose control stamps 
indicate that they were made 
and acquired together. Such 


a mix of traditions 15 


Antiquity. 
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Fig. 29 

Platc with mounted 
hunter, part of a set of 
silver that belonged to 
Constantine the Alan, 
proedros, eleventh ог 
twelfth century. Silver, 
diameter 29 cm 


Dn display at the Bennki 


Х.Гаяглагты, Athens 
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1 hree Spoons 

t onstantimnople, (но 
Silver, length 22 em: 
k neth 25,5 ст; |, neth 24 em 
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IIO ? 
Bracelet 
Sixth-seventh centuries 


Gold, diameter 5.6 ст 


The Hellen Монг of Culture vrantine and 
Сана Museen, Mhr, HAM 889 


III ^ 
Buckle 


Sixth-seventh centuries 


Gold, length 5.4 cm; width of 
buckle plate 1.8 em; diameter ol 
hoop 2.1 cm 
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[Ihe Helier Ministry of Cubturt By suntinie sod 
Chrntian سه‎ Athen, amu ВВ 
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Scal 

Constantinople, Gro = 25 
Bronze, base 5.7 х 5.7 cm 


The Helene Ministry of Смит, 76 und 


Суговав Alaram, Athens, nx QU 


113.1 м 
Solidi 
Constantinople, 602- 10 


Gold 


Пе Нейеок Магу of Сағат, 776 яг 
Christien Museum, Athens, вам 626 


112.2 э 
Solidi 
Constantinople, 610-41 
Gold 


Пе Helene ۳ of Culture, Буга and 
Christian Museum, Аи, ахм ол! 
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а of cat rgo. ې‎ 


DEEPER UNDERSTANDING OF THE 
character of Byzantine goldwork, 


as well as silverwork, is predicated оп 





A. secking the source of its inspiration 
and its roots in Hellenistic art. In such centres 
as Antioch and Alexandria, the Greek language. 
Greek education and Greek art were kept alive 
and cultivated assiduously, even alter Roman 
domination, primarily ІП the leher echelons 
of society, Although the Roman conquerors 
imposed administrative reforms, introduced new 
manners and habits, and applied architectural 
and technical achievements, they continued to 
draw on Greek thought as the characteristics 
af Hellenistic traction апа агі passed into the 
Early Christian period. 

During the third century, certain 
partcularities appeared in goldwork, in 
response to the demand for luxury during a 
period of severe economic crisis. The opus 
етае or pierced-work («Пана technique! 15 
one technically and aesthetically special wavy ol 
combining the necessary economy in the use of 
gold with the desired variety and vitality in the 
lacy surface of the jewellery. Early examples of 
this technique in the third century are mainly 
mounts for coms, either as necklace pendants or 
pectorals (стана), which feature patterns with 
Greek motifs, such as palmettes, spirals and 
guilloches.* These types of medallions have 
been found over a very wide area, Irom France 
and England to the Eastern Mediterranean, 
revealing the existence of these elements in 
Roman goldwork. 

The medallions of Gonstantine the Great 
(cat. 128), which are representative of the new 
trends in the art of this period, combine the 
heavy style of the late imperial effigies with 
the finely executed pierced-work surface ol 
the mounts, eminently suited to the interplay 
of matter and light, as a substitute for the 


polychromy of Roman jewellery. Finds such 
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as the Hoxne treasure of Roman gold and silver 
coms, jewellery ancl silverware сарлаг! attest lao 
Ше widespread application of pierced-work 
technique, 

In the Alih and sixth centuries there wasa 
notable development in the techniques applied 
on diverse pieces of jewellery, with more 
imaginative shapes and polychrome decoration 
enriched with precious stones, a product of the 
flourishing trade with the East. At the same 
lime, the subjects used in gold jewellery display 
а wealth of inspiration and a perfection of 
execution, contributing to the remarkably 
mature rendering of each one of these 
important works of art. 

Pieces such as the pair of gold bracelets from 
the Benaki Museum, Athens (cat; 139) herald the 
jew ellen depicted i" the Ravenna MOSAICS, in 
a faithful representation ان‎ popular Гурез (Гит. 30), 
[he wide lunate necklace with pendent stones, 
worn by Theodora, recalls in its shape and 
coloration the necklace with eleven trapezoidal 
plaques forming a crescent (cat. 121). The 
necklace with stone cabochons worn by the 
empress is а type that is repeated m necklaces 
such as cats 123 and 124 and others. Ву the 
SATE token, the bracelet WOM by xd girl In Ше 
empress's reunue 15 fashioned fram a broad band 
with round catchi-plate, as on certain bracelets 
(cats І іо. ШЕ апа 113» са h of which represents 
a characteristic үре. Finally, the fibulae that 
hold in place the chitons of the men in the 
entourage i TA. indispensable accessories of the 
uniform of high officials (cat. 134). 

In the period that followed, and until the 
reign of Herakleios, the trend seems to have 
been towards heavier jewellery, such as the gold 
breast-chain in the British Museum (са, 126), in 
which, moreover, the зи ен ts are rencdered with 
particular clarity and, although the workmanship 
is less refined, there is perfect attention to detail. 


Моо of Hellenistic origin continue to have 


ت 


pres edence in the choices ol decoration, while 
the very wide diffusion of the prevailing types 

го all coasts of the Mediterranean corroborates 
the attribution of inspiration to Constantinople, 
a centre whose inlluence on the artistic currents 
of the age radiated far and wie, 

Гис hoards,” hidden for salekeeping and 
found throughout the Eastern Mediterranean 
scattered from Constantinople, Mersine in 
Russia, Assiut in Egypt (cats 121, 127), Lambousa 
in Cyprus (cats 36, 40, 41, 42, 43, 45), Mytilene 
in Greece (cats 140, 137), or Коте - 6 
useful information. They share common motifs, 
while accompanying finds such as coms and 
silver assay marks give chronological data, 
as well as projecting an exceptional sense 
of quality and luxury, 

"Towards the end of the seventh century, 
certain types of jewellery were produced on an 
impressive scale. Examples include the lunate 
earrings with pierced-work representations of 
confronted birds flanking a cross, a tree or a 
fountain (cats 157, 158). The presence of this 
heraldic and symbolic scence in all artistic genres 


sculpture, painting and diverse minor arts 
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shows among other things the direct relation 
ol jewellery to great art in the powerful presence 
of Christian symbolisms. 

The Perstan Wars, the destruction of hitherto 
flourishing cities, the Arab conquests, the slump 
in trade and the turmoil of iconoclasm were all 
contributory factors to the more general crisis 
in art and the consequent recession in jewellery 
production. The absence of finds with traits that 
can he associated with the eighth century and 
the beginning of the ninth underlines the hiatus 
prior to the aseent of the Macedonian dynasty. 
However, the general revival and heyday that 
immediately followed had its effect on jew ellery 
as well. Polychromy was now achieved by 
compositions in enamel. At first, as can be 
seen on the bracelet from Thessaloniki (cat. 141), 
the penchant for floral decoration with the 
interpolation of birds continued, but theological 
subjects soon held sway almost exclusively and 
jewellery took on the role of amulet (cat. 201), in 


Е, зо 


which technique and thematic repertoire follow A > ЫИ 

the applications of enamelling in larger works, mosaic showing 
Empress Theodora 

such as Gospel-book covers (cat. 02), cross- and her retinue 


reliquaries, chalices or icons.’ In parallel, amulets San Vitale. Ravenna 
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wiih representations 01 Christ, the Virgin anc 
гео SECTIES Were carved in stones, sometimes 
as luxurious pieces ol сме гу, SOmIeUITICS ая 
lems lor everyday wear (cat. 200 

One exception to the strictly Christian 
(пета repertoire 18 the crown of Constantine 
Mon ІП. hos, оп хн h, a5 1 гурі‹ а! element eol 
the revival of some Hellenistic memory, besides 
the i mpresses Zoe and Theodora, two dan ine 
girls and personifications of Truth and Humility 
are represented alongside the emperor, who 
ruled from 1042 to 1055. Together with the 
crown that Emperor Michael ҮП Doukas 
presented as a gilt to King Geza I of Hungary, 
which features egies ol both monarchs with 
Christ ancl Archangels, these pieces highlight 
the role play d ba | му ler ات‎ this Ч alibre 
in Вуғапопе diplomacy 

Mter the tenth century, the use of perced- 
würk tet hmque 10 varie pate the eld зипасе ol 
jewellery was ousted by етее, in which the 
decorative motils are executed in fine twisted 
wire. Filieree combined with granulation 
CaL. 2 72 held SAM 1 Ци ensuing сепитез 
and continued to be applied in post-Byzanune 
crealions 111 Ше minor arts хаттар! ۹ c 
jewellery with filigree decoration are the 57 

| 


са. 262! and the bracelets (cats 279 274! irom 


в - چو‎ 


the Markova Varos hoard, which once again 


bespeak their wide diffusion in the Eastern 
Alediuerranean region. Niello is vet anothes 
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from Pliska (cat. 54 
Alter the Sack ol Constanti ople In 1204 
cd fence of the state апа politi al TIVES wer 
the overnding concerns, With the 06 
ol the capital 111 1 the palace, churches and 
monumentis were renovated and refurbished 
Painting enjoved a new floruit, with distincti 
characteristics. By contrast, importan 
Palaiologan works in the minor arts haw 
not survived. Due to the combination of dire 
cconomic straits and successive pillaging 
which came in the wake of the sack, it is not 
possible tO trace а conscious pat al cle velopm« Ш 
in jewellery during the final phase of the mpire 
Nevertheless, 111 Images по оп al Emperors 
but also of orcinar peo] le (fie; 21), aesthetically 
апа technically exquisite pieces of jewellery 
continue to appear. Finally, the fact that айс: 
the fall of the Byzantine Empir 111 ما‎ 6 
mainly as well as in Asta Almor, {senihcani 
jewellery continued to Ex pron ced," whos 
value lies In из technical and aestheuc excellence 
rather than in thi sumptuousness ol the 
materials, suggests that үсми Iden [тєл the 
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Palasologan period was not as austere as i 
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124 4 
Necklace 
Миншин”. | Ур" 11111 675 
Gold with sapphires, 11111 
cmeralds and pearls, 
інің 42,8 em 


ута Мизғына; інен an nn гүн 


24 4 
Chain necklace 
Byzantium, «ЗІН ес century 


Самі ШІП чис «илч 


сца 45.7 em 
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Gold necklace w ith 
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Gold, emerald, sapphire, sardonyx, 
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126 -» 
Gold body-chain 


Пузапшис, sixth—carly 
seventh century AD 

Gold, length 72 em; diameter 
of large mecdallions 7.78. сти; 
weight 644.2 E 


Пн Trustees of the гїнїн Млечин, оловни 
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53 * 
Earrings 

Fourth century 

Gold and glass paste with emeralds 
and comedians, height 4.2 cm 


nala Noam. Мета ің: nes (7 


154. к 
Larrings 

Anunoe, Egypt, filth century 
Gold with sapphires and pearls, 
height гу ст 


nakî Мыыгымі, Advi, deno на 1770 
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Earrings 

Fifth—ixth centur 

Gold wath sapphires, pearls and 
glass, height 9.5 ст 


Вепам Museum, Abras. un mo 117 
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Gold earring with pearls 
and enamel 


Eastern Mediterranean, 

tenth or eleventh century 
Gold, with pearls and enamel, 
height 6.6 х 4.4 сіп 
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AT CHURCH 


ЯНЕ CHRISTIAN FAITH Was al the 
ecntre of Byzantine Ше, Across the 
empire, Orthodoxy united people 

- otherwise unconnected by language, 
ethnicity or culture. П was a shared identity: ап 
Orthodox believer from Constantinople could 


enter an Orthodox church in Kiev or Alexandria 


or Sicily and immechately feel at home; а mosque 


or a Western church were both equally alien. 

As Gregory Melissenos, the confessor to Empero 
John VIII Palaiologos, put it: "When I enter а 
Latin church, I do not revere any of the saints 
who are there because I do not rei ортизе (ет. + 
Everyone was involved in relimon In some v av, 


whether as Orthodox, heretic or unbeliever, 


Keligious disputes over the right ways to conceive 


of and worship God, Christ, the Mother of God 
and the saints punctuate Byzantine history, 
providing a constant narrative of Orthodox 
belief versus heretical challenge. The winners 
would always take the ude Orthodox and brand 
their opponents as heretics. The feasts and saints’ 
days of the Christian calendar marked out the 
rhythms of daily Ше; images of the divine were 
everywhere іп daily Ше, from stamps of the Cross 
on loaves of bread to the Mother of God on 
coins. As a result, church was the most important 
building in the life of any Byzantine, the place 
where the rituals of faith were conducted, and 
the зешпе for humanity’s communion with the 
divine, God's dwelling place on carth.” 

That churches mattered more than any 
other type of building is apparent from the 
number that still exist, the quantity of surviving 
ecclesiasucal objects and the sheer mass of 
textual references. Anyone who could afford 1t 
could build a church — and a surprising number 
did, for such buildings were both a sign of one's 
devotion to God and а perpetual prayer for 
salvation. Churches could be very personal 
foundations: many were built by individual 
patrons for their own family or personal 


monastic use: others were Ipunded by Props 
of individuals, sometimes villawers, Ver mim 
were monasteres, Although ku ee-sCoale anc 
impressive churches were Duil 11 
most of the Byzantine period, many were 
small structures, ۱11111111117 and сөпішеті, 

Inside the church, architecture, decoration 
and sacred objects came together in а celebration 
of the divine. Art historians often talk of the 
‘decorative scheme’ of Byzantine churches, 
Church art, however, was considerably more 
than decorative. Because the church was 
regarded as heaven on earth, each part of the 
churi h. 115 decoration апа fixtures апа fittings, 
reflected its рап in this role, as well as their 
own spec е function, 

As a result, the architecture of a Byzantine 
church was both utilitarian, relating to the 
forms of worship that took place within it, and 
symbolic, carrying a deeper spiritual meaning. 
Unlike a Western medieval church, where the 
worshipper is directed in a linear fashion, west 
to east, the Byzantine church ts centralised. 

By perhaps the tenth century, the most 
common plan of a Byzantine church was the 
cross-in-square church with a central dome 

(hgs 32, 33). The most popular version of this 
plan placed the dome on four columns within 

a square, but variations on the theme were 
multiple. The congregation tended to enter 

the nave, or naos, via a porch, called a narthex, 
at the west end of the church. The naos itself was 
square or rectangular in plan, but often divided 
by columns and piers. It was roofed by a dome, 
and the effect of that was to create a centralised, 
focused space, a vertical axis rather than a 
horizontal one. This was the space for the 
congregation, men on the right and women 

on the left. At the east end of the church, the 
sanctuary was divided into three, a central area 
where the altar was located, flanked by two 


smaller side areas, one to the north, where 


Самае Wats [ori pared and the patenm and 
clulice stored, anc one to the south lor vestments 
and sicred books, Phe sanctuary аз а whole 

маз 17 81111518 ане behlimd the 565 
con screen) or. ١ mplon and. reserved сн 


TIT 1! 1 “Ііним! 


Mosaic was the material above all 


chosen to create а divine spectacle. Here art 
ane architecture combined beautibull, the 
curved surfaces of the cross-in-square church 


interacting with the tesserae (cubes of glass) 


making up a mosaic. On close inspection, the 
fragment depicting $t Andrew (Big. 34) shows how 
cach tessera was inserted individually into 
a plaster background on site to construct an 
image, and that this created an otherworldly 
spectacle of moving, reflected light. Paint was 
the next best thing to mosaic work, and the eflect 
of paint within a church was to create a totally 
different visual display, darker and more intense. 
The combination of naos as centralised space 
and sanctuary as an area set apart related to the 
nature of Byzantine religious services. On the 
whole, the congregation could listen to the 
priests, but not observe their activities. Certain 


activities — Bible readings and the delivery of 


с 


1 
В 
Қ 


homilies took place at the doors of the 
iconostasis but the liturey (the term refers 

to the Eucharist, but will be used here lor 
any regular church service) was built around 
dramatic appearances of the clergy from the 
sanctuary al key points in the service 
clisplaying the Gospels and the sacraments, 

In symbolic terms, the parts of the church 
were divided both wi гиса anel honzontally 
and cach part could be given a spiritual 
meaning. Verucally, emphasis has traditionally 
lain on the images within the church. These 
have long been understood as working іп three 
registers. At the highest levels, the « upolas апа 
apses are decorated with Christ, the Mother of 
God and angels. Below are scenes from the hie 
оГ Christ, often called а Чезпуа cycle’ 5 


they have heen seen аз SCENES representing the 


Twelve Great Feasts of the Orthodox Church? 


Finally, the lowest le e] 15 mace up of зай, 
usually shown as single standing figures. 

In this way, the top level represents heaven 
and, песа, the central dome 15 most olten 
occupied by Christ whose presence, though 
not visible to worshippers unless they chose 


to look right up, nevertheless hung over them 


Figs 32. 33 

Exterior and plan 

al the cary cleventh- 
ceptury 1 
church ol 75 
Loukas, near 
1111177. in 5 
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lig. 44 
Пе anterior of the 
monastery church 


ol Hogos Loukas 
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throughout their time in the building. In the 


apse, the Mother of God, bearing the Child, 
served to illustrate the Incarnation, proving that 
God became Man, was born of a Virgin and 
saved humankind. Below this, the scenes from 
the life of Christ could be understood in several 
ways. А common view is that they acted as books 
lor the illiterate, a teaching tool for those who 
came to worship but who could not read. This 

is a convenient interpretation of the meaning of 
pictures in churches but it does not always match 
the reality, which is that such scenes were often 


uncomfortably high above worshippers and суеп 


bovond them sieht. Rather, they made Christ's 
Ше present and visible as an eternal witness 10 
Сила traths and a reassurance to believers 
Finally, the saints, both on the walls ана as MONS, 
on the lowest level, closest to the worshippers, 
plis scaly surbiounded the viewers m the mans. 

| сү олис out a worshippers, scemmi to 
meet them eyes; acting as the first locus foi 

War ШИ rs оп ۱ mg the chure li, as do the 
icons of Theodore Tiro and St james, Ihe 
worshipper's first act was to make a circu 

ol these images, often the special saints of 

each church, displayed on stands (known as 
proskynetana), venerating them through kissing 
them, lighting candles in front of them and 
touching them.* This corporeal contact with the 
saints enabled the faithful to share their power, 
1% the likenesses WET Thal understood by the 
Byzantines simply as pictures but as images 
which contained the authority of the divine 
figure. At the start of the liturgy, congregation 
and icons alike were censed and, in this w ay, 
both became equal participants and equal 
presences in the liturgy, forming a part of the 
communion of saints, Russian envoys to St 
Sophia in the tenth century were convineed that 
the angels descended from the mosaics to join 
in the celebration.’ So images within the church 
drew the spectator into contemplation of the 
divine events and, beyond that, into participation 
in divine worship." 

Icons filled churches. Over time the interior 
of the Byzantine church went through a series 
of significant changes, stimulated by the desire 
to increase the sanctity of the altar and to 
emphasise the power of icons. In the Early 
Byzantine church the laity could visually 
participate in all the stages of the liturgy 
performed by the priests behind a low chancel 
barrier between the nave and the altar. But this 
gradually changed, and in the sixth century the 
Ghurch of 5t Sophia at Constantinople was 





enhanced with a higher sereen, the soscallecd 

гел оп screen, 1 [ront of the altar, Fhis type 
ol screen was found in other churches belore 
iconechasm, batat rapidly became the norm altei 
iconoclasme, usually in marble as in the church а! 


74/74 (cats 189, nr „Ву the twelth 


SKIL "10 
ГСПЇ ГУ, сола Wore luc over the (ар al the 
epistyli like the beam on Mount Athos with 
icons of the main church festivals, the Rising ol 
Lazarus and the ‘Transfiguration, as in cat. 216). 
Between the columns of the templon, cons or 
curtains were gradually inserted. As a result ol 
these structures, the priest now performed part ol 
the liturgy behind an opaque screen, enhancing 
the idea of the invisible holy of holies 1n the 
church and allowing him to make entrances into 
the church at dramatic moments in the litures 
[he tendency to separate laity from рпез оі xd 
reached its final stage with the thirteenth-century 
development of the high iconostasis, a screen 
covered with icons whi h totally concealed the 
altar unless the central doors (usually decorated 
with an Annunciation, as саі.281) were opened 
The iconostasis included а whole range of icons 
lor veneration, including the Deisis, the patronal 
saint ol the church, the major festivals of the 
church, and other saints and prophets, and might 
be surmounted with a crucifixion. 

Each church appears to have had its own 
diverse collection of saints. А saint may appear 
almost anywhere on the walls of a church, and 
be grouped with a variety of other saints from 
a range of dates in the liturgical calendar." 
Although it has been suggested that saints are 
organised by rank, function and place in the 
calendar of the Church, this 1s not the case. 
Though saints within the Church certainly 
lorm defined groups - prophets, Apostles, 
such as St Andrew, Evangelists, martyrs, bishops, 
warrior saints, healer saints — the apparently 
arbitrary nature of the choice of individual saints 


portrayed within each church suggests that the 





паца ПИЛИ" anc rol al the І hur h LLLA 
important m picking the saints. Indeed, и is 
possible that churches were personalised through 
the T chon е cd sunt: (he ин и на! patrons, the 
(уре al monk, thi бури ol i Ним И ШИА! all lave 
ін 1 «uri ant [actors m the i hot es ol кани, 

ut h Ml 1111 seing [on the rey, ми 1 
was isell а perlormance eclebrated with 
appropriate trappings within the space of the 
church (Пе. за, Мапу services took рїас с early n 
the moming or at dusk, and churches were often 
small and relatively dark. As à result, lighting was 
ol great importance, and church inventories and 
$. pika foundation documents) regularly 55 
the lighting devices іп their particular building 
Candles and oil lamps (cats 218, 219) provided 
artificial light; they might be suspended in 
elittering candelabra ‘cats 170, гд апа 
chandeliers, or placed in candlesticks. 

The importance of the liturgy Meant 
that liturgical vessels апа books WOTE valued 
highly and made of precious matenals. The 
key liturgical vessels were the сваш с. paten 
cats оо, 80) and asterisk (far the Eucharistii 
wine and bread), and the associated. vessels 
for the preparation of the Communion, the 
flabellum, or fan, the censer used throughout 
the service to cemsc сопететапоп. altar апа 
church, Processional crosses (cats 100, 191) were 
employed in the entry processions of the clergy 
and went before the Gospel-book. Altar tables 
too could be precious and lavishly decorated." 
They, the bread and wine, the chalice and paten 
were all covered with appropriate textiles. olten 
silks heavily embroidered in gold. The priests 
themselves had vestments appropnate for cach 
service, The epurachelion was an embroidered strip 
of cloth worn around the neck that all priests 
were obliged to wear when approaching the 
sanctuary, while the epigenation was а stiff gold- 
embroidered prece of cloth that hung [rom the 


girdle to the knee. 


АЛ 


CHURCH 


149) 


Гір, 35 
[Пе minor ol 
St Cathenne s on 


Mount Sinai, with 


а Semice ІП progr я 


Вон КА WETE 71 talla holy because TIT \ 
contained the word of God. € Olsequi nilv, they 
were often lavishly decorated and sumptuous 
bound, showing proper respi t to Cod. Û 
liturgy I5 ATI 4 laborat Intenweaving Ol texts 
from psalmis, both read and sung, of passages 
from the Crospels and L.pistles си و‎ и is, Ори 
larec пипа веч al Prayers, some ч hanted, of short 
readings about the saints whose dav it 18, ane ol 
Ї1У111115, All of these needed books. | ішча са! LEXIS 
were по assembled Ito one book but in fact 
spread across several volumes. Ihe prayers said 
by the priest in liturgy were uniquely written on 
a long scroll rolled to the correct place and held 
up by the deacon for the priest. These scrolls 


tended not to be heavily illuminated: the Patmos 


liturgical roll has an elaborate frontispiece 
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showing St Basil the Creat celebrating the 


илгээх mside an ekal 


ore 6 Ізі йит, 

but the rest ol is ۱11111111115 are initials, boih 
ries and seculi Ж ҮЕ | texis were arrange] 
in a lectomarv, where they wer clis iclec INLO Sets 


ol lessons arranged 


according to the day ol the 
усаг on which развадес wis Lo be read. Пи 
Crospel-bhook (cat 20931 played an active рагі 

ui Ци itur, [or 1t was carried out inte 

church from the prothesis, and taken though 
the sanctuary doors into the Бета, or sam шагу, 
where и was placed on the altar. 118 action 
symbolised, among other things, the entry ol 

the Word of God into the world. As a result. 
Gospel-books frequently had impressive covers 
and less attention might be paid to their internal 
decoration, Indeed, there is a case for suggesting 
that some of the most elaborately decorated 
Gospel-books in Byzantium were never actually 
used but may have simply sat on the altar as 
representations of Christ's incarnate wisdom, 
just as the bread and wine of the Eucharist 

were his body and blood. However, hundreds 

of illustrated Gospel-books survive, showing a 
variety of ways of illusuraung the narrative, Some 
use frontispieces with Gospel scenes, some have 
narrative strips between blocks of text; most have 
Evangelist portraits. Lectionaries (cats 01, 304) 
contained пага а! readings drawn from the 
Bible for the Eucharist, and from saints’ lives, the 
Church Fathers and the Councils of the Church 
lor other SCTVICes, 

The psaltei Webs perhaps the most importanl 

book in Byzantine daily life, to the extent that 
( hildren learned LO read and write [rom 1 iM 
even, as in the bilingual psalter here, Western 
adults might learn Greek [rom it (сай, 177) 

In church, psalms were sung throughout the 
liturgy. Іп parish churches, they were selected for 
relevance to that day's feast; in monasteries, they 
were sung in biblical order over the course of the 


services. Both monks and lay singers must have 





зачала thu рхайе! Ix ١ 41% ргоба А 
dict nest ob the эсэр гсн, M tease H5 
ТОА ЕЯ CAE survive а mo per ar 

iue simu [ии еа 111 Vales ۳ Пе 

oller ۱۱۱۱111۱١11 mterpretations, ma Анапе 
and commentaries en the ван, Surprisingly, 
despite ways qn which the psalms were used in 
litres, the texts are never rearranged to reflect 
this but always maintam their biblical order. 
Го help monks іп the recitation of the psalms, 
psalters ҒЫ Гі эге кес] ПІР MWENY sectis 0T 
Іліңтктаіп, euch t COVA hetweer om апа 
Wve psalms. Га aid memory even lurther, сан li 
(атана was subcivided into three. There are 
far fewer Old Testament books than New, in 
part reflecting their lesser place m the игру, 

| hi Book ol Job, however, 18 one of the most 
popular, апа ON twelve illustrate cl DUP ис» 
survive, 

Phe church was also a place where people 
mieht make individual offerings. Some took the 
form of votive gilts left for Christ, the 77 
ol God or the saints in prayer or in thanks lor 
benelits received Cal. год , Relics of saints were 
precious, offering the анні a direct contact 
with the actual, tangible holy, and every altai 
supposedly contained a relic, Such remains 
could vary from a mmute splinter of wood [rom 
the True Cross (cats 182, 188), encased as behtted 
its status, or a morsel of bone from a saint to 
the whole head or à hand of a saint. Such 
special relics also acted as тарсї5 [or pilerims 
to the church. 

The materials used to create the images 
and objects at church reflected both the 
resources available to the patrons апай the 
importance ol religion, Гог И was the patrons’ 
duty to give of their best to God. [here was a 
hierarchy of materials: mosaic ancl paint; gold, 
silver, bronze, brass, copper; and materials 
themselves might carry a symbolic meaning. 


Gold, for example, did not tarnish and so 





represented purity. Purple staining of pages ol 
book ESUE sentec nor only an Increase ІП icc 
bul also a comment onm mper status, purple 
being (fe imperial colour reserved tor the 
impero Micro-mosare pons were а ли А 
specialised, particularly costly Топа of mosaic; 
the level апа detail of skill needed to work on 
1118: seale using minute tesserae, Gach placed 
шата аа in position surely with tweezers, 
15 simpl 17121561117 . اا‎ 5 might be further 
decorated with even more precious materials 
inlaid in enamel perhaps са 100, 245! 01 
gilded, and decorated with ornament and scenes 
appropriate to their use, яв with the Riha Faten 
used for Eucharistie bread, where the Last 
Supper 15 depicted (cat. 20). And size always 
mattered, И related not only to cost, but also to 
function: small books were often intended to be 
read in private 

Within the church, architecture, imagen 
the liturey, as well as sights, sounds and smells. 
11111111118 voices, Incense, smoke and candle-wax 
heat and bodies, hard, polished floors, 11 
materials, all combined to create the effect اه‎ 
translating the worshipper into a sphere beyond 
the worldly, and to translate the church into 
heaven, in order to move Бер ^at church’ 
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in Roman Egypt (cat. 46). The word icon (eikon 
изс is denved trom the Greck verb боўка, which 
means to resemble, Early Chrisuans gave this 
name to portraits of holy heures. In Byzantium, 
the term icon was used to descnbe images in 
such diverse media as painted wooden panels, 
wall paintings or the minor arts. Here we shall 
consider the most prevalent use of the term: an 
mage painted (11 «і portable wooden panel. 

According to tradition, one of the first 
painters of icons was the Evangelist St Luke, 
who portrayed the Virgin Магу from the life." 
The use of icons is more explicitly 56 
in the seventh-century Life of St Pankratios, 
and in the texts of the Church Fathers, 
who considered icons to be a medium ol 
communication with the divine; in the 
words of Basil the Great, “The honour shown 
to the image is conveyed to its prototype.’ 

Alter the iconoclastic edict of Leo ІП (727), 
the cult of icons was forbidden and any 
representations of holy figures or scenes from 
then lives WETE Баплей. Icons апа churi h 
decorations were destroyed. The iconophiles 
were persecuted and accused of idolatry. Under 
such circumstances, the Church Fathers and 
high-ranking monks formulated the Orthodox 
dogma for the cult of icons. Among them, John 
of Damascus (¢.675-¢.753/ 54; fig.7) commented: 
‘An image 15 not always like 118 prototype in 
every way. For the image 15 one thing, and the 
thing depicted is another: one can always notice 
ciflerences between them." This long period 
of dispute came to an end with the victory 
of the iconophiles, the so-called Triumph 
of Orthodoxy, in 845, under the reign of 
Empress Theodora and her son Michael ITI 


(cat. 57). 


Today, Byzantine icons are to be found in 
important monasteries, such as St Catherine's 
on Mount Sinat (lies 36, 37) and those on 
Patmos and Mount Athos (fig. qo) m local 
collections and in the monasteries of 5 
Public collections of icons exist m the Byzantine 
museums ol Athens, Thessaloniki, Kastoria and 
Veroia, and m the museums of Ола, Belgrade, 
Solia. Mos (AA ана м Petersburg, while пап 
icons сап be seen in the museums of Italy, 
Germany, France, Great Britain and Атепса, 

Icons from the period before 67 
have been preserved in the Monastery of 
St Catherine on Mount Sinai, which was 
outside thie 411124 ol the Impet ia Ic апек Тазік 
edicts (some of these icons were brought to Kie 
in 1845 and 1850, as gifts from the monastery to 
the archimandrite Porphyriy Uspenskij [cats 47, 
313, 314]). Other icons are preserved in churches 
in Rome, such as the seventh-century Virgin 
at Santa Maria ad Mlartvres-Pantheon, Kome 
(cat.47). Most - and the best of them ~ are 
painted m the encausuc technique, using hot 
wax to bind the pigments, a technique adopted 
Irom the funerary portraits ol Late Antiquity. 
Others were painted with the egg tempera, 
which, alter iconoclasm, became the standard 
technique for icon painting, 

The use of icons after the Triumph of 
Orthodoxy in 843 and in the following centuries 
was gradually expanded in public and private. 
Outstanding works using precious materials, gold 
and enamel from Constantinople, such as the 
two icons of Archangel Michael in bust and in 
full length (cat. 58) that were taken to Venice by 
the Crusaders after the Sack of Constantinople 
in 1204, are now preserved in the Treasury 
of San Marco, Venice. Other examples were 
made of costly tesserae, imitating the art of mural 
mosaic, such as the early twelfth-century icons of 
the Virgin Pammakaristos and of St John the 


Baptist in the Patriarchate at Istanbul, and the 


icons ОГ Сини Pantokrator Irem the 6 
Xluseum in Berlin and the Museo Nazionale 
del Bargello in Florence (cat; 225). Рагисшагу 
prized were micromosaie ions, such as the 
eleverth-century St Nicholas from Patmos, the 
iwellih-century St Stephen from Kiev (cat. 208), 
the Fransfigeurauon from the Louvre, Paris 
و‎ 226), the early fourteenth-ceniury diptych 
from Florence with the Dodekaorton (cat. 227), 
uic Аппипстаноп atthe Victoria and Albert 
Museum, London, and the St Theodore from 
the State Hermitage Museum, St Petersburg 
eat, 224). Major examples of the same period 
are kept in the monasteries of Mount Athos, 
such as St Anne and the Cirucifixion а! Умарса 
and St John the Theologian at the Lavra. 
Another way of enhancing icons was to add 
eildecd-silver revetments, such as those on the 
cleventh-century mosaic 1 of St Nicholas from 
Patmos, and the fourteenth-century examples at 
Ohrid (cats 229.1—.2, 230—232), decorated in 
repousse technique with a great variety of mouls, 
sometimes interlaced with sacred figures and 


scenes of the life of Christ and of the Virgin. 





Such costly adornments commissioned by 
high-ranking believers were an important 
demonstration of devotion and in some cases 
they were designed as an integral part of an 
icon from the beginning. 

Icons of the Virgin held an important place 
in devotion. In the Triumph of Orthodoxy 
MCI опа hall ان‎ the fourteenth century; Cual. 37h 
the icon of the Virgin functions as the perfect 
Image, Ww hose veneration hacl heen restored in 
843, thanks to the imperial support of Empress 
Theodora, who 15 depu ted with her son Michael 
ІШ and flanked by famous iconophiles. Icons 
of the Virgin in various iconographic types 
abounded in the impenal palace and in the 
monasteries of Constantinople.’ Among the 
most famous is the icon of the Virgin Hodegetria 
from the Monastery of the Hodegon, regarded 
as the ‘palladium’ of Constantinople, which 
was considered to provide the protection of the 
Virgin to the city whenever under attack. The 
Hamulton Psalter (cat. 177 shows this icon on 


a spec ially constructed proskynetarion (stand 


beneath a large baldachin with prote: tive 
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railings; at either side, in smaller scale, devotees 


in lavish red garments kneel in prayer before 

it. The icon of the Virgin Blachernitissa, which 

was venerated in the apartments of the imperial 

palace of Blachernai, is known from written 

sources, while the icons of the Virgin 

Psychosostria (She who saves souls; cat. 232 

and of Christ Psychosostes, most probably 

from the monastery of the same name in 

the Byzantine capital, were sent as a gift to 

Ohrid in the early fourteenth century. 
Processions of the icon of the Virgin are 

depicted in wall paintings, such as those in the 

thirteenth-century Vlacherna church in Arta and 

in the Markov monastery (1376 — 81), where the 

icon 15 carried by ‘he who bears the holy icon 

in litanies and official feasts’. Panels painted on 

both sides were intended for processions of this 

kind, and examples are known from the late 

twelfth century, such as the double-sided icon 


ol uie Virgm Ebodegeuia and ol Christ, Mag 

of Sorrows from Kastoria (са ор). Ге numb 
ol such works increased during the fourteenth 
century, and surviving examples inchide the 
double-sided icons ol the Virgin amd the 
Annunciation (сай, 290, of Christ and the 
Crucifixion from Ohrid, and of the Crucifixion 
ап the Virgin Нодевеила (rom Thessaloniki, 

) 


now in the Byzanune and Christian Museum, 


Athens dig. 391," 

[һе veneration of icons increased [rom 
the eleventh century, due to the transformation 
ol the templon from а simple, low barrier 
separating the sanctuary from the nave toa 
higher screen adomed with successive registers 
of icons, the iconostasis. In the lowest register, 
between the columns, large icons (despotic icons) 
were placed, usually depicting the Virgin, 
Christ and the patronal saint of the church 
in а composition of the Deisis that Ands its 
most appropriate place here, 

Higher up, on the epistyle or architrave of 
the iconostasis, smaller icons depicting Apostles, 
saints and festival scenes were placed. Preserved 
in the Sinai monastery are carly examples of 
epistyles on a single long beam, from the twelfth 
and thirteenth centuries (cat. 417)” Other twelfth- 
century examples are also known from Athos, 
such as the Transfiguration, now in tlie State 
Hermitage Museum, 51 Petersburg (cat. 216), 
and the Raising of Lazarus, now in the Byzantine 
and Christian Museum, Athens (cat. 215), both 
painted on a red ground from the same templon 
icons of the Monastery of Vatopedi. From the 
carly fourteenth century epistyle icons with 
scenes of the Nativity, the Baptism, the 
Resurrection (Anastasis) and the Doubting 
of Thomas survive in Ohnd and 6 
(cats 233 235). 

Inside the church other icons of various 
dimensions were either placed on proskynetaria, 
in some cases on the feast day of the depicted 


simt, or hing on the walls. The bema doors 


to the sanctuary аге usually decorated with the 


Annunciation, as we know from а twellth-century 


example m Cyprus," which displays considerable 
afinity to the two icons of the same subject 
from Ohrid (cats 229.1, 220.2), 

Smaller icons, diprychis, tiptyehs and 
polyptychis were made for travellers or 
pilgrims for private devotion, Опе precious 
work of this kind, undoubtedly commissioned 
by a nobleman, is the early fourteenth-century 
mosaic diptych with the Dodekaorton from 
the Museo dell'Opera di Santa Maria del Fiore, 
Florence (cat. 227). 

The stvle of icons followed, in general terms, 
the same artistic trends as mural painting and 
manuscript шпипапап, and the individual 
painter's skill in the treatment of the materials 
can be seen in the result. The early encaustic 
icons of Christ (fig. 36), of the Virgin and of 
St Peter in Sinai and in the icons of the Virgin 
and SS. Sermos and Bacchos, now in Kiev 
(cats 313, 314) bear witness to the high standarels 
of the Constantinopolitan workshops in the sixth 
апа seventh centuries, 

Alter iconoclasm, during the 6 
Byzantine penod, the workshops of 
Constantinople produced icons of exquisite 
quality, Many are preserved in the Monastery 
of St Catherine, Sinai, such as the miniature-like, 
twellth-century icon of the Heavenly Ladder of 
St John Klimakos (саг, аа) and those of flawless 
classical character, such as the Miracle of 
the Archangel Michael at Chonae (fig.37)," 
as well as the late twellth-century Annunciation 
(саг. аа) on a highly burnished gold ground, an 
outstanding example of the so-called manneristic 
trends of the Komnenian period. In other cases, 
during this period, the style of the icons is 
associated more closely with wall-painting 
workshops, such as the late twelfth-century 


despotic 1cons of the Virgin and of Christ from 


St Neophytos and from the Panagia tou Arakos 
at Lagoudera, Cyprus (fig, 38). ^ 

After the capture of Constantinople by 
the Crusaders in 1204, important workshops, 
so-called Crusader workshops, emerged in the 
Eastern Mediterranean, in Sinai, Cyprus and 
Palestine, with distinctive technical and stylistic 
features presenting an original combination of 
the Byzantine tradition with practices of Western 
art," In the same period, traits distinctive of 
other local workshops appear in icons of Kastoria 
and Veroia, painted with earth colours on a 
silver background and on roughly worked wood, 
such as the Prophet Elijah. within the cave from 
Kastoria (cat, 242). 

With the recapture of Constantinople 
by Michael УШ Palaiologos in 1261, and 


throughout the last репой of Byzantium, Пе. 39 
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alongside the remarkable flourishing of wall- 
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[гоп Patmos exemplibies the volume styl 
known Irom the Ireseoes ol Sopocani i4 
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the medieval West occurred in all 
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dynamics of interaction within the culturally 
mixed societies of the Levant, the expansion 

of artistic knowledge through the movement 

af drawings and inerant artists, the circulation 
of works of art along sea routes, tlie role played 
hy ports and universally shared cult-places in the 
dissemination of forms and images, as well as the 
direct or indirect appropriation, mutation and 
11351119111118 of other people's artisuc models for 
ройпса!, religious and economic purposes, 

А пыс! trend in this рин Css Wils ropa csentect 
by the competition of Rome and Constantinople 
in their role as the important centres of Christian 
worship. As the apostolic and patriarchal see of 
Latin Chrisuanity, Rome soon started working 
Out its 11111111111115 за eb of holy places Ps crated 
with the worship of sites, relics and holy icons 
which aimed to evoke and refashion the aura 
of the most famous loca sancta of Palestine. The 
painted staurotheke of the Vatican Museums, 
made in Byzantium in the tenth century and 
preserved at least from the twelfth century 
onwards in the Lateran Sancta Sanctorum, 
is а good witness to this phenomenon (cat.244). 
In many respects, papal strategies for the 
promoton of Коше as the New Jerusalem were 
analogous and even alternative to those enacted 
in Constantinople, where the most famous 
collections of Christological and Marian relics 
were established, especially between the tenth 
and twellth centuries; such a competition was 
strengthened after the emergence of the juridical 
and theological dissensions which lead to the 
schism of 1054 and the Fourth Crusade of 
1202- 04. In those centuries, the astounding 


amount of holy treasures preserved in the 
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Bweantine i арна! stronely соли ма to 
the shaping ob us aura aud агоизед publi 
1111111111۱711 even in the westermmost lands 
Constantinople then became the woal foi ШОП” 
from thioughom Europe. and some authors even 
stated that it had been founded to prevent 
Saracens from desecrate the most precious 
relics of Asia and Аса, In the wake of the 
Crusades many astern rehquarics were cithe 
bought or looted and entered шо the treasures 
of Western cathedrals and monasteries: some 
of them were contemporary or slightly earlier 
works of art, such as the late lourtcenth-century 
staurotheke presented in 1463 to the Venetian 
Scuola della Canta by the famous humanist 
Bessarion (1399/1400 —72; see Cat.253), whereas 
others were already very old objects, such as the 
early ninth-century nielloed reliquary of the True 
Cross (cat.52) which is deemed to have been 
owned by Pope Innocent ГУ (1954-54). In 
their new settings, such precious containers were 
usually left unaltered, though often conveniently 
enframed within Gothic monstrances.* 

The desire for Byzantine reliquaries 
was enhanced by their material preciousness, 
Luxury goods of both profane and religious use, 
including manuscripts with sumptuous bindings, 
Islamic and Byzantine silks, Syrian and Egypuan 
glass ancl metalwork, as well as Italian, Greek, 
Arab апа Chinese ceramics, were sharecl by 
international aristocratic milieux, regardless 
of their provenance; they were also included 
within church treasures, as shown by the 
extraordinary collection of precious objects in 
San Marco, Venice (cats 58, ба, 64, Bo, B1, 77 
Westerners were also cager to appropriate more 
monumental church furnishings, such as brass 
doors (cat.265). 

Icons were deemed to be the artistic genre 
more peculiar to Byzantine tradition: from the 
eleventh century onwards, Westerners started 


telling the stories of the most sacred images of 


Во. аи 


Christ and е Храни worshipper in 


Const Oho] te. amd became accustomed to 
ГИ, i 


asing Icons ах visual counterparts 10 тана 


devotion. Then high reputation was stimulated 


nor only D} their weal status as more or less 


direct í өріс ol Lees аг hety] wes чии рапс 
hy human hands! oi made from Ше by such 
saints as the Evangelist Luke, but also by 
iie compositonal and iconographic features 
whieh made them efficacious portraits enabling 
communication between the devotees and their 
holy benefactors. One of the most recognisable 
characteristics of this kind of image was а half- 
fouret presentauon, as stated in the саті twelith 
century by the French theologian Hugh of 
St Victor.’ One accurate imitation of this model 
is the carly thirteenth-century Madonna signed 
hy а certain"... nellus’, now in the Museo 
Nazionale di San Matteo, Pisa (са1,952). 

The wave of Byzantinising painting in 


thirteenth-century Italy (the so-called manera 


greca) was largely promoted із the involvement of 


icons in the religious practices of both individuals 
and groups, including the new mendicant orders. 


Eastern panels arc thought LO have been widely 


introduced inte Italy in this period, although very 


lew original icons (such as the Pisan Madonna 
di sallo eft organe, lg. 41) are still extant, Italian 
towns which had direct connections with the 
Eastern Mediterranean, such as Pisa, Venice 
and Genoa, probably played a major role in the 
dissernination of this new type of religious image, 
which was rapidly adapted for new settings and 
functions: the small dossal made for a location 
on the altar table of the Pisan church of San 
Silvestro (cat.248) and including a Deisis at 
Из centre was an abridged version of the 
iconographic programme associated with 
the horizontal icons decorating the epistyles 
of Byzantine sanctuary screens,” 

New devotional trends, nourished by the 


mendicant orders in the Late Middle Ages, laid 


emphasis on the Passion as the precondition 
Of human salvation and favoured the making 
ol images encouraging their beholders to feel 
remorse for their sins; Giunta. Pisano, a painter 
known 10 have worked foi loth the Franciscan 
and Dominican orders, revitalised the Byzantine 
scheme of Christ dead on the Cross Бу visually 
stressing its painful aspects. A special image, that 
ol the Ата fapeinosts, which showed the Saviour's 
dead body unnaturally lifted upwards and often 
associated with a sorrowful representation of the 
Virgin, was frequently repeated in the West апа 
Lransformed into one of the most popular themes 
telling of individual and Eucharistic devotion, 
that later known as the Imago pietatis, Vir dolorum 
or Man of Sorrows (cats 246, 2471721. 
Besides к onographic schemes and functional 
models, Western artists also happened to imitate 
some technical and stylistic devices of then 
Byzantine colleagues. Пиз proves го be especially 
true for painting, which was prized as the most 
distincüve “Greck’ art: for example, according to 
the twellth-century Глебе on Several Arts by the 
(serman monk Theophilus, the Byzantines 
excelled in the LISE ancl combination ol colours.’ 


The impact of painting in its different media 


(book illuminanons, murals, icons and mosaics 
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Fig. 42 

Deceased Woman 

ш the Presence of the 
Enthroned Virgin and 
Child \lragment), 


6.1453. Wall painting, 


ІЗІ x 170 СІП 


Сага Monadcry 
Kanye Cami), Г нан! 





on the arts of the medieval West was much 
greater than that of architecture, sculpture 

or metalwork. Stylistic analysis shows that, 
especially in the twellth and thirteenth 
centuries, Latin painters made use of earlier 
and contemporary Byzantine formal devices in 
their quest for a more naturalistic rendering ol 
the human body: implicitly, this practice shows 
that they looked at Byzantium as the heir to 

a long artistic tradition rooted in Roman and 
Early Christian Antiquity.” 

But how did they become acquainted with 
Byzantine art? Besides the study of works ol art 
preserved in the West, they could make use 
of collections of drawings, such 38 the rather 
puzzling Magdalen College Musterbuch of the 
late twelfth to early thirteenth century (cat. 264), 
or establish direct contacts with Greek painters, 
some of whom are known to have worked for 


Latin patrons either in the West (as Helias 


Spileotes, a book illuminator working in Cologne 


in 1021, did)’ or in their homeland (see the 
bilingual Gospel-book of ¢.1300, cat.261, made 
in Constantinople for a Western reader). The 
involvement of Byzantine masters was especially 
prized by those powers which, like Venice and 
Norman Sicily, had traditional connections with 
Constanunople and aimed to appropriate the 
apparatus and symbolic role of the Eastern 
empire, best conveyed by the splendour of 


mosaic decoration." 
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| It is nob so easy 0 incl examples Ol Wester 
influence on Byzantine art Nonetheless. 
interesting cases of еге interaction are the 
adoption al painted ІШІЛІК in Some ) "eel | 
manuscripts of the ninth century, and the 


use ol cloisonne enamels, probably borrowed 


from Carolingian practice." In the Palaiologan 
period, the art of the metropolitan centres | 
occasionally made use of Gothic ornamental 
Icatures In monumental painting and sculpture, 
and appropriated translucid enamels for the 
decoration of liturgical vessels; an Italianate 
mural made shortly before 1453 in the narthex of 
the Chora Monastery Church in Constantinople 
is an isolated testimony to the fascination with 
Early Renaissance style "د‎ 

In earlier times, there had been much more 
interaction in the Western borderlands of the 
Orthodox world, such as in South Italy (whose 
territories were largely included in the Byzantine 
Empire before the Norman conquest in the 
eleventh century)'* and the Balkans (especially 
the Serbian kingdom),'^ where different styles 
were mixed together, such as Byzantine-type 
paintings with Romanesque and Gothic 
architectural patterns. In the wake of the 
Crusades, and especially after 1204, with 
the establishment of several Latin-ruled 
territories along the sea routes of the Eastern | 
Mediterranean, cross-cultural connections | 
were intensified. In the mixed societies of Acre," 
Lebanon," Cyprus," Rhodes,'* Athens,” 

ЕчБоса,?! Crete? and Constantinople itself 

(which was ruled by Latin emperors гот 

204 to 1261),? Westerners imported their own 

habits and traditions, which were cither simply 
juxtaposed or integrated or even mingled 
and synthesised with the art and style of the | 
indigenous populations. Glazed pottery [rom 
late medieval Cyprus (cats 257, 258) suggests 
the blending of forms of different origins that 
is so typical of multicultural societies. 





Whereas artistic synthesis, resulting from 


а long process of formal selection, was 76 


natural for luxury goi xls and everyday objects, 


other considerations often prevailed in the field 
of religious art. With some exceptions (among 
them the fourteenth-century Italian murals 
in Rhodes and Famagusta)," the Greeks 
under Frankish rule tended to remain loyal 
۱١ Byzantine tradition in the representation of 
saints and sacred events, as shown here by the 
detached fresco (cat.255) with St Catherine in 
imperial garb from a chapel on Mount Penteli, 
dating back to 1233-34, when Attica was under 
Latin rule; this loyalty did not prevent them from 
adopting Western ornaments or architectural 
devices if these proved useful to enhance а 
church's sumptuousness, as is made clear by 
the fourteenth-century Gothic church of St 
George of the Greeks in Famagusta (Ве. 43). 
Latin settlers, though making frequent 
use of Western models, especially in architecture, 
sculpture and book illumination,?? also shared 
an interest in Byzantine pictorial tradition and 
often patronised Greek painters to decorate 
their churches, such as at Abu Ghosh and 
Bethlehem in twelfth-century Palestine” or 
in the fourteenth-century murals of the Arap 
Camii in Рега? and Our Lady of Carmel 
m Famagusta, At the same time, they soon 
Appropriated the Eastern Christian devotional 


use of icons and started sponsoring and 


producing icon-like panels, most of them dating 


Irom the mid- to the second half of the thirteenth 


century: though preserved for the most part in 
the Monastery of St Catherine on Mount Sinai, 
there is no general agreement as to their original 
place of production, whether in Acre or on Sinai 
itself, even if it is plausible that many of them 
were brought by pilgrims as ex-votos to the holy 
site. Be this as it may, the icons often display 
formal characteristics which point to the 
interaction with the artistic traditions of the 
different religious groups settled in the wider area 
of the Eastern Mediterranean. Eventually icon 
painting, represented by the mid-thirteenth 
century icon with St George on horseback 
(hg.44), consisted of an original mixture of 
Byzantine, French, Italian, Armenian, Arab 


Christian and Islamic elements," 


Fig. 43 

The metropolitan 
church of 5t George 
of the Greeks, 
Famagusta, second 
half of the fourteenth 
century 


Fig. 44 

M Ceeorge on Г forseback, 
from Crusader 
Palestine, mid- 
thirteenth century 
Egg tempera and gold 
leaf on pine panel, 
26,8 x 18.8 cm 
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Detail of са! 05 4 N THE MIDDLE OF THE TENTH CENTURY, 
the Byzantine emperor Constantine VII 
Porphyrogennetos compiled a handbook, 
the De Administrando Impera Он the 

Adminstration of the Етінге), vo guide his son 

and heir, Romanos П Diogenes, through the 

i omplexitics ol diplomacy with the Hamm small 
states that surrounded the empire.’ Through à 
succession of chapters which variously outline the 
history, people and rule of each of these states, 
their weaknesses and thei potential threat to 
Byzantium, Constantine presented the empire to 
his son as the superpower of the 1710 
and beyond; an empire at the hub of a network 
of client states, all of which could be controlled 
from Constantinople by playing each state off 
against the others, by exacerbating their internal 
weaknesses and by supporting their external 
foes. While the candidly manipulative picture of 


scheming and sometimes convoluted politics in 


the text seems to define the modern stereotype of 


the word ‘Byzantine’, the De Admimstrando Imperio 
also provides a characterisation of the empire 
that Constantine himself would have been happy 
to support: that of the centrality and dominance 
of Byzantium in all that happened in the 
ощитепе, the word the Byzantines gave to the 
known, civilised world that surrounded them. 
Byzantine art has often been seen at the 
heart of a similar cultural hub, dominating the 
art produced by its eastern Chrisuan neighbours, 
from the Balkans in the west to the Caucasus 
in the east, from Russia in the north to Egypt, 
and even Nubia and Ethiopia, in the south. 
There is much evidence to support this view 
of the centrality of Byzantine art in the Eastern 
Mediterranean. Developments within the empire 
influenced the style, the iconography and even 
the functions of the art subsequently produced 
in all these regions. The magnificent splendour 
of imperial art = silk robes Necked with gold, 
palaces with silver mechanical automata and 
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mosaics showing greal military victories 
acted as archetypes lor the display of power 
for other rulers to imitate. Byzantine religious 
art - painted and mosaic churches, icons, 
manuscripts and metalwork — similarly provided 
ways 10 visualise the complex theological and 
spiritual ideas of Christianity. Looking from 
Gonstantinople to the world beyond Byzantium 
emphasises the shared characteristics of the 
art produced by Christians in the Eastern 
Mediterranean, based on à common Byzantine 
iconography for the life of Christ. But it does so 
at the expense of looking only through Byzantine 
eyes. The view from within those neighbouring 
cultures was often very different: for them 
Byzantium was just one cultural model, albeit 
an important one politically, ecclesiastically 
and historically. They could also look 
elsewhere to the other major powers of the 
Eastern Mediterrancan, notably the Islamic 
dynasties of Iran, the Levant and North Africa, 
which offered rival means to display power and 
wealth, and gave access to different cultural 
and visual traditions than the Greco-Roman 
inheritance of Byzantium, ‘These states also had 
their own indigenous tradiuons, and many had 
Christian histories as long and illustrious as those 
of Byzantium itself, which continued to influence 
the art that they produced. The view from 
outside Byzantium presents ۵ different picture 
of the empire from that produced by looking 
out from within. It is possible to discern a variety 
of responses to Byzantine culture: imitation, 
emulation, adaptation on the one hand, but also 
transformation and even rejection on the other. 
The changing value and status of Byzantine art 
abroad is, of course, linked to the empire's 
political and military strength, but not always in 
as direct or obvious a way as might be assumed. 
Constantine VII compiled his handbook at 
a time of expansion in the empire, and in its 
aftermath the influence of Byzantine art abroad 


van be сс ар ts 17 wre ТІГІ апа 
раза the borders ol the empire grew in all 
directions: to the east, alter the arm of Доби 
"Tzimiskes (GOG 70; had recaptured parts ol 
Мор оа, Вази 1 lor ec ( "orta io 67 
its south-western provinces اه‎ Гао Матей to 
ihe empire іп Campaigns in toor and 1021, and 
in between he fought on the western frontier of 
his empire to reconquer Bulgaria, which had 
flourished in the ninth and tenth centuries as 

an independent empire, Within a generation 

of Basil's death, the Armenian kingdoms of 
Vaspurakan, Kars and Am had been annexed 
to the empire, its kines killed or pensionecd oll to 
estates in Cappadocia. At that point Byzantium 
covered its greatest territorial extent since the 
reign of Justinian. 

The evidence from the Balkans in this 
period suppor 15 this ри lure ol Byzantine 
dominance, both military and cultural. The 
Bulgars had been converted to Christianity in 
the (17008 thanks La the work af the missionaries 
Constantine (better known by his religious name 
of Cyril! and Methodios, who had devised a new 
alphabet, Glagolitic а precursor al Cs Шіс, for 
their Slavic translation of the liturgy. This was 
not only part of the general evangelising mission 
of Christianity, but also a ploy of foreign policy, 
to draw Bulgaria into the Byzantine sphere of 
influence, and away from that of Rome or 
Germany. As well as following Byzantine 
liturgy, the Bulgars also adopted Byzantine art 
to accompany it. Little survives from this carly 
period, but the excavations of the round church 
in the new Bulgarian capital of Great Preslav, foi 
example, suggest that 1t had been modelled on 
the Church of the Prophet Elijah, one of the 
imperial chapels built within the Great Palace 
in Constantinople by Basil І (867 86). 

The people of Kievan Rus’ too were 
converted to Christianity at this time, and there 


as well the role of art as a diplomatic tool can be 





seen. The Russian primary chronicle records 
that the decisive factor in the decision to convert 
Wels Hr ИТ mhasss sent to Ci instantinople 

was deeply impressed by the enormity anel 
splendour of St Sophia, which demonstrated the 
overwhelming and all-encompassing power ol 
Christ, as well as that ol the Byzantine emperor, 
Сэгн 5 vice-regent on earth.’ Over the following 
century emperors sent alts ol artists апа 
materials to Kiev to help design and decorate 
the city’s new churches. Kiev had been laid 

out in imitation of Constantinople with its 

own Golden Gate, and emperors provided the 
mosaicists to decorate the | ШУ = own version of 
St Sophia in the 1030s. The mosaics in the 
Church of the Archangel Michael (61108 713 
show the tradition continuing mto the ге 
century (cat, 268). As a region which had never 


come within the Roman Empire, it showed the liz. 45 

: í з à Рота Of Cram k-A lias 

ease with which Byzantine artistic traditions | 
ol Kars, with Ins wili 

could be accepted. and elauehier, s 1050 

^ Lanuscript 
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Fig. 46 

Pre-altar cross in 
the church of SS, 
Kvirike and Ivlita at 


Lagurka, 5wancti, 
Gerora, 1111 and later 
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decisive а role. All these regions had indigenous 
Christian traditions going back to the fourth 
century and earlier; indeed, Armenians claimed 
to have 3 Christian state that predated the 
conversion of Constantine the Great." These 
states were also much closer to the Iranian world, 
which had its own visual traditions, particularly 
for the display of power, that could be traced 
back to the fifth century Bc. The Caucasus, in 
particular, lay on the fault line between the 
Greco-Roman and Iraman worlds, and the 
people there looked cast as often as west Гог their 
visual language. When the Armenian monarchy 
was revived m 884, из first king, Ashot I 
Bagratuni 884 до, turned to the Abbasid 
Muslim Caliphate for his crown and investiture 
robes before seeking the same гесоотипоп from 
Constantinople.” A fragmentary manuscript 

ol the last ruler of the Armenian city of Kars, 
Gamk-Abas (1829 - 64), shows him seated cross- 
legged on a carpeted dais with his wife and 
daughter, all wearing elaborate silk robes woven 
with lions and elephants (fig. 43). It is an image 
that owes evervthing to the Muslim world, and 


was perhaps a deliberate nposte to Byzantium, 


which was on the verge of annexing his kingdom. 


At the same time, the patnarch-catholicos 
ol neighbouring Georgia, Melkisedek (того- 29), 
travelled twice to Constantinople to seek gifts 
from Basil П and Constantine VII (1025- 28), 
receiving ‘silver, church ornaments, icons, 
crosses, and vestments for prelates and priests"? 
His access to the capital built on a formidable 
new network of links between Georgia and 
Byzantium which had been spurred by the 
Byzantine takeover of Georgia's south-western 
provinces and by the creation of a Georgian 
monastery, Iviron, on Mount Athos (founded in 
а8о)." This became a centre for translations from 
Greek into Georgian of major Greek theological 
and liturgical texts, which led the Georgian 


Church to adopt Byzantine liturgical practices, 


rather than the ойс Jerusalem riles, on 

which it had relied in the past. However, this 
Byzantinising tendeney was tempered by a 
continued interest m particular local artistic 
lorms, notably Georgians’ delight in repoussé 
metalwork, whether on icons or pre-altar crosses, 
which have no counterpart 111 Byzantine art or 
игру (fig. 40), 

This diflerence in atutude towards 
Byzantium between the countries of the 
Caucasus partly reflects their geographical 
locations, partly the religious divide between 
them. Georgia was in communion with the 
Byzantine Church, but Armenia was not. It, 


like the Syriac and Coptic churches in Syria 


ol the fourth ecumenical council of 451, and 
SU belonged to a distinct religious world. This 
meant that these churches had less interest 
in looking to Constantinople for liturgical or 
theological innovations. Despite this, many 
Armenians worked within the empire, often 
attaining high ranks at court, and in 989 и 
was an Armenian builder, Il rdat, best known 
for building the cathedral 1n the Armenian 
capital of Ani, who rebuilt the earthquake- 
damaged dome of St Sophia, after ‘many skilful 
workers among the Greeks [had] tried repeatedly 
to reconstruct it." 

The example of Armenia, in which the 
general iconographic influence of Byzantine 
art 15 balanced by Iranian and local stylistic 
developments, reveals clearly the ambivalent 
light in which Byzantium was regarded by its 
neighbours. In the centuries that followed, 
Byzantium's other neighbours were also to adopt 
amore nuanced acceptance of the Byzantine 
core that linked them all, as their local religious 
traditions and regional political statuses grew 
stronger. This was accentuated by the gradual 
dechne of Byzantine military and diplomatic 


power in the later eleventh and twelfth centuries, 





marked most « larly by the gradual loss ol 
rhe Anatolian plateau to arriving Зе а and 
Turcoman tribes, and then, in 1204, by the 

fall af Constantinople пяс to the Torces ol the 
Fourth Crusade. This attempt Пот western 
Europe to rec apture Jerusalem had been diverted 
лака [rom 5 onemal goal by the Venetians in 
control of the fleet on which they sailed, and led 
lo 57 vears ol Greek exile from their capital. H 
allowed rulers, who in previous centuries would 
have accepted inferior court titles which placed 
them within the Byzantine world hierarchy, now 
to adopt the full panoply of imperial titles and 
regalia Гог themselves. 

А second empire rising іп Bulgaria under 
Peter and Iwan Asen in the 11008 soon set из 
sights upon Constantinople itself, and the 
brothers rallied support by цзше Byzantine art 
against the empire. They proclaimed Шага 
miraculous icon ol St Demetrios lound at their 
new capital, Veliko Tmove, demonstrated the 
Byzantine sawit’s change of allemance to 


Bulgaria from his main cult site, Thessaloniki, 


Byzantium’s second city. Even alter the failure 








of them attempt lo capture Constantinople, 
Bulewrias rulers continued tà pri ЕТІП 
themselves as universal emperors im their 
art (cat, 257 

Alongside Bulgaria, Serbia also rose to 
prominence in the thirteenth century, The 
founder of its ruling dynasty, Stefan 
Nemanja, had been paraded in chains through 
Constantinople alter a defeat by Emperor 
Manuel І Komnenos in 1179. but was able to 
return to Serbia to establish it as a viable and 
powerful state." He was even able to reure as a 
monk to the monastery of Hilandar, which he 
had founded on Mount Athos, taking the name 
Simeon. His son, Stefan the First Crowned, had 
Бизе Г acknowledged as king, and translated 5 
father’s body back to Serbian soil to be buried as 
a saint in the monastery of Studenica. [his then 
became the centre of a dvnasuc cult, to which all 
later Serbian rulers could turn for legiumacy. 
Phe eveles that were developed to show the Fie. 47 
The Death af Arne 


Манас Го, гун M all 


pamung. Narthex 


life and death of St Stefan-Simeon adopted à 
Byzantine style; but their interest in the use ان‎ 


a holy body as а focus for a new state ideology of Sopocani, Serbia 
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Dish wath the 
Ascension of 
Alexander the Great, 
made for the Artuqid 
ruler Rukn ad-Daula 
abu Sulayman Daud, 
111444. Copper gili 


with enamel, diameter 


26.5 cm 


Tiroler Таний 
Ferrhmaniewm, цас, 
Ausia 


Fig. 49 

Headpicce from the 
Krading for the Feast 
of the Annunciation 
showing Christ 
Emmanuel, [rom the 
Lectionary of Hetum 
IL, 1286. 


Майзи даи, манета, из 19771, 
Fabien түү 
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owes much mare to Western, especially 


Venetian, art.'* The paintings at Sopoćani 

(c. 1260) demonstrate the presumption of the new 
dynasty. In one image, which is directly modelled 
on images of the Koimesis (the falling asleep of 
the Virgin), Anna Dandolo, the Venetian wife of 
Stefan the First Crowned, takes the place of the 
Mother of God, and her son, King Stefan Uroš 
(the patron of the monastery! that of Christ 

(fig. 47). 

The fracturing of Byzantine hegemony 

in the Balkans was repeated in the east, where 
Byzantine power was gradually replaced by that 
of the Seljuq Turks. At the end of the twelfth 
century, Georgia enjoyed a brief period when 

it exploited the decline of Byzantine power and 
a short hiatus among the Seljugs to expand its 
territory, taking over much of Armenia. The 
series of great churches that were constructed at 


this time, such as FEinoresubanm, probably buih 
by the leader of the Georgian army that helped 
establish Trebizond as a separate Greek empire 
alter 1204, contain many Byzanune elements, 
hut its vision ol the overall order of the Cosmus, 
as represented by the hierarchy of saints and 
prophets in из paintings, places the ascension 
of the Cross at its summit, rather than Christ," 
Гіз was a central theme in Georgia since the 
conversion of the country in the lourth century, 
which had been marked by the erection of three 
monumental crosses, 

Nevertheless, the growing power of Muslim 
states in the region 1s Increasingly reflected in art. 
The Innsbruck dish, made Гог the Artuqid ruler 
Rukn ad-Daula abu Sulayman Da'ud in the early 
twelfth century (По. 46), and somenmes linked to 
Georgia, reveals the complex web of Byzantine, 
castern Anatolian and Islamic motifs that were 
combined to appeal to this ruler in south-eastern 


Turkey." A similar intermixine of motifs is 


evident in Armenian art from this point as 





د ساسا رر IND Bere‏ 


کڪ 











“Я S 
т 


Паца, ٧‏ امیس دند 
pag ГО‏ ا ا gione‏ يت 96( л ay‏ 


GIO а E du !- 3925799 7M 


ШЕ Т ИШ D тёё еее Ее 







۳ 




















well, Armenian craftsmen were involved in the 
building of many Seljuq buildings, including 
mosques and medreses, and their work 1s evident 
in both their construction techniques and the 
decorative motifs that they employ. At the same 
time Armenian religious architecture began to 
adopt much of the decorative vocabulary of 
меи buildings, notably their emphasis on 
portals with geometric interlace designs. This 
evidence of cultural exchange contradicts the 

pic ture ol religious war and intolerance that most 
chronicles portray; but it can be supported by 
our knowledge of the extensive trace links across 
Anatolia. The movement of goods along the Silk 
Road did much more to unite the peoples cast 
of Byzantium than wars cid to divide them, 

In Cilicia, at the north-eastern corner of the 
Mediterranean, a new Armenian kingdom 

grew in the thirteenth century which came to 
syncretise an even broader range of cultures into 


its art, Armenian Calician art is now best known 
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for its manuscripts, many ol which name then 
artists, such as Toros Roslin П.1256- 68). These 
works show how they synthesised not only 
Byzantine and Islamic elements into their art, 
but also Western ideas introduced through the 
neighbouring Crusader states, such as the 
Franciscan Madonna of Misericordia on the 
l'eron-Stoclet leaf from the Marshal Oshin 
Gospels of 1274 (cats 297. 298), and even 
Chinese elements, such as the dragons апа 
lions in a lectionary manuscript of 1286 (fig. 40 
These mouls had travelled west with the 
Mongols, and were encountered by the 
Armenians who, with the Franciscans. 
tried unsuccessfully to convert the Mongols 
to Chnistianity."® 

For the Synacs and Copts, who lived 
permanently under Muslim rule, it is perhaps 
not so surprising to hnd strong Islamic influences 
in the figure style of the art that they produced. 


However, a less expected result is the inclusion 
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Fig. 51 

Feolan Grek, А 
Makarioi, 1378. Wall 
рампе Church of 
the Transhgurauon 


Movgorod 
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of Christian NALET in art made lor То al 
Muslim rulers, such as the scenes from thi 
life of Christ that appear on a basin (116,50 
commissioned by the Avvubid Sultan al-Malik 
al-Salth Najm al-Din Ayyub (1239-49 

lhe revived empire in Constantinople alte 
1261 never had the same political or 7 
power as 115 predic essors, and 118 emperors соц 1 
no longer use the Church as an imstrument ol 
loreign policy in the same way that thes had 
belore | hits, paradoxu ally, alli wed i ІШ hi ^ 
outside the empire (0 renew them interest 1 
Byzantine агі, which no longer had the 
diplomatic, almost colonial connotations ol 
previous centuries. In the fourteenth century, 
a шас when апу Byzantine aspirations 1011 
international power were little more than 
fantasies, Byzantine art изе was resurgent 
| he doors from the al-Mu ада à hurch in 
Cairo (cat 117 show a renewed interest m 
Byzantine iconography. combining them with 
Mamluk elements. The angular style that 
predominated under the Palaiologan emperors 
Md widely disseminated and imitated. 1 spi i га! 
in the Balkans and Georgia. Once more 
byzantine arusts were in demand abroad. Foi 


instance, [I hei iphanes the Greek (/Feofan Grek 
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While his work continued the Py 'antine 
tradition, it can equally be seen as the 
beginnings of a chstinet mew Russian iiam. 
However, the шисионк for whieh this ari 


was used were entirely born of Byzantii 
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In the final decades before the Fall of 
Constantino] | ІП 14553. thie i пірге ТЕТІ 

TRAIT ЗИ RAN had 
ройисайу just а kunt shadow ol what и һай 
been 400 years earlier, vet its artistic presence 
bevond Byzantium remained formidabil 
It was no longer in а position to export its art 
wholesale as it had 1n the tenth century, and 
there was less потоеспейу between the art of 
all the neighbournneg states, which now Пай 
well-established indigeno adie 
well-established 11111 1117115 artistic 5. 
NI vertheless, then deep deli Г Byzantine агі 


remains evident 
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Fresco copy from the 
King's Church, Studenica 
monastery, with patrons | 
and saints 

1314 (copied by Svetislav Мапе, 
ғо January 1964) 

Гетрега on canvas, 218 = 180 ст 


“іль Museum, elend, inv. ne 704 





| 5 
“ 2 
Е 
179 
oe 
= Se 
“в 
a 
ШҮ, 
270 
Fresco copy trom Tet 
Sopocam monastery with ык с 
King Stefan Uroš I and Th: 
| Prince Dragutin, the 
| Virgin and Child 
Third quarter of the thirteenth 
century (copied by Caslav Colié, 
| 20 December 19831 


Tempera on canvas, (3H x 350 cm 


Waban Muram, ملا‎ T wh pe na, ووه‎ 


318 BEYOND BYZANTIUM BEYOND BYZANTIUM ата 








np 


ind Gabnel 


1 түгі mt 
fy ii p 


edd, гылы v ^s 


—  — 


ж. 


— ---.ж-ш- 


t г - 1 
Ы =! c4. LaL 


— —==#--әлыалыстнь 


Сакшашташшшт=ювшши апаттан وم مه‎ 


га un 
e аў. ай т а а ыт 
5 ай E r = 4 
ы 1 Шш” а mM 
: - n 
y | | : 
; - 2 Н 
1 1 Г 
7 ] л = жы ай 
к WW ы Н г r^ 
] ^ i mu і j 
АЕ | ٧ З й 
Ime am -- 
پا‎ = 
“= я -4 ғ 
т 
| 4 
[ 
і 


ПЕУОХО BYZANTIUM 





wel бал YT 
ғ ъ 

r4 зд" 

+ اس 

Гу 





7 й په‎ - ! E UM ди ۸ E 2 4 1 he ЭЭ 

— “eX % j ra viet Из. / : Е я | 4 | Ё Т 

٢ ; pe x hE е Г) | far mu 
1 г à 1 F. | (t 1 aa (бё 


BN SN 


iia 


LIF د‎ ۶ PE berer mro han خا‎ абла 2 yn X »! 
1 ! i 1 1 ЭГ 4 
EN reta | Hum 


f 


Uf 


= 
= 
= 
= 
м 
» 
" 
% 
L] 
% 
^ 


|у; 


F 
з 





tiji Тт жо” 


я 
1 
% 


ЕУ 





Deeds ў 
голи 


: 
пат 


ШЕ. 
- = 











) ^" М 1 SEIL MEX jV Ё, АМ XT 


- 
= 0 ## = 
i р Al 
٩ 1 та Д 
L г + i | : 
1 1 
1 11! | | 1 
» Ч, D 
: [ Ч Ф Е {ғ 1 1: үй n 
43 Ata “й , "nal ar 
М Р еу яар я 
- а Ийэ: a 4 خ‎ { 8 
- “эр oS "Fi PEE a " ые Ж ЫШ |, zh й 
» А Ts 81 в 
= = TUE ы 77 ZA. a 
imc 73-17," dme AG 4 йг. 
лы” Ма 8 Р, Үл M Жан Р 
ць. سا : رس‎ | e я 11 тъ 
Lac EE, C = а” T 
m. ет د« لاه‎ i е 
Р 1 
, zii - j Ч a 
3 
| Ч, че Е ғ 
є. 
* 1 
\ 
4 


Р isl 
пей 6575 Wilh scet 


i } 
(| 1114 Ра spun o] 1 ЕТЕТ 
1 МА! 2 ита bea гі КЕ! 


| | | 
БАСЕ uinci qm pcc] 


+ 2 . T à 


— M Á— À— 
h н د ټک‎ 
в 
ы ET ЯВЖ, 


па or] Ч 


at at ді‏ هرواب بلس اس 


= 
== 





YOST) BYZAN TIL Al 


rT 
90) / 4 


Gospels wilh ЕТ! [van 


T «ander. [olio 272: 


i (7 ШАН h 4 й FLU aA H L 2 > Е б га, 
! НА 5 1 1 T 3 и i 
1 це» 


EX | 


7 
ай 
= 


por = 





B 
a 


чи 
MA 


=; 
* 


Ti 


«Об 

288 T 

Fragments ol the robe Ol 
Tsar Ivan Alexander 


Bizanüsum =| 
mI Ке basi cl textile embroulered with 
alvier-gilt, silver and silk threads, 


Н.5 х 49 сп 9.5 x 13 cm; 9 x 40.5 
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Four Gospels with Christ, 
donor and scribe, 

folio 13 verso 

Produced in 1342 at the Monastery 
of Drazark in Cilicia during the 
prelacy of Ter Mkhitar, and Ter 
Basilios, at the request of the priest 
Tiratsu, and illuminated by 

Sargis Pidsak 

Parchment, written in regular 7 
script in black ink, 20.5 = 14.5 ст: 
350 folios 


Он ае from the Troner ûf the Chester Beatty 
Lalerary, Паша, Arm. ма زغ‎ 
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The Armenian Psalter of 
King Levon ІП, folio 37- 47 
Sis, the capital of the Armenian 
Kingdom of Cilicia, 1283 
Illuminated by Sargis Pidsak 
Vellum; written іп бойни script, 24 x 
17.5 cm; 250 folios 


The Forsch Lilirary, Londen, Ch. تلو‎ 
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A Miracle of St Menas. 
folio poe 117 

Маша, оку 

Parchment, 15.5 = 10 cm; ІҢ folios 
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The Four Gospels with 
title page of St Matthew's 
Crospel, folie пб 1177 
Хипа, 17 
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The Monastery of 
St Catherine at Sinai 


MARIA VASSILAKI AND ROBIN CORMACK 





Detail of cat. 315 ې‎ "The Glory of the Lord settled on Mount Simar. 


EXODUS XXIV, 10 


HE GROUP OF ICONS SHOWN HERE 
focuses on a major Orthodox 
monastic centre founded in the 
Byzantine period and still active 
to this dav: the Monastery of St Catherine on 
the peninsula of Sinai (fig.52), Sinai 15 
associated with well-known Old Testament 
events. According to the Book of Exodus (ПІ, 
1-5), it was on Mount Horeb and at the toot of 
Mount Sinai that Moses, while tending the flock 
of his father-in-law, saw the Burning Bush and 
heard the voice of God asking him to remove his 
sandals. Later in the same book (XXIV, 16) 
God appeared to Moses at Sinai, again on 
Mount Hareb, and delivered to him the Ten 
Commandments. The Prophet Elijah ts also 
associated with Sinai, as he took refuge in a 
cave on Mount Horeb. 

It is perhaps not surprising that such a holy 
place attracted hermits, who inhabited the area 
as carly as the second or third centuries АП, 
Pilgrims arrived in the following centuries and 
the well-known account of the Spanish nun 
Есепа, who visited Sinai in 383 and 384, 15 lar 
from unique.! According to tradition, in the first 
decades of the fourth century Helena, mother 
of the Emperor Constantine, erected a small 
church close to the site of the Burning Bush, and 
a pilgrims’ shelter, from which a tower remains 
to this day. The growing importance of the site 
is Clearly reflected in the decision of the Emperor 
Justinian to erect a fortified monastery at the foot 
of Mount Sinai on the site of the Burning Bush 
in the mid-sixth century.* This monastery was 
dedicated to the Virgin of the Bush, and its 
main church, the so-called АаййойКоп, in the 
form of a three-aisled basilica, seems to have 
been dedicated to Christ, The Aatholiton has 
preserved many of its sixth-century features, 


mone them the mosaic of the : 
111 11 " A ! и ап сціс, 
in the ае al Ми арыс, the wooden Carved 

doors that lead Ironi the narthex to the таш 


nave and the wooden rool beams, А supplication 
lo the Emperor Justinian and to the miemaon, 4 
lus wile, the Empress Hheodora, in the йү of 

а carved inscription m опе of these beams Allows 


us to dare the building of the monastery precisely 


between 548 the year of Theodora’s death) and 
365 (the усаг of Justinian’s death). Another roof 
beam bears the carved supplications of the 
architect of the monastery, the Greek Stephanos, 
Irom nearby 11131. and his Family. | 
The Arab conquest ol Egypt (бо 42 
brought the monastery into the Egyptian 
political orbit, іп which it remains today. 
This reduced pilerimages and caused a certain 
amount of decline, at least until the tenth 
century. The Muslims respected the monastery, 
and the Prophet Mohammed himself appears to 
have issued a deed for its protection in the form 
of an 'achtiname'. Moses is always recognised 
by the Muslims as a prophet and many pilgrims 
used to visit Sinai on their return from Mecca, 
The construction of a mosque within the 
monastery's walls, which was completed by 
1106, clearly testifies to the popularity of the 
place among Muslims, which persists today. 
‘The monastery was already attractive lor 
pilgrims as ап Old Testament focus sanctus, The 
fact that it was the repository of the body of 
St Catherine added to this. We cannot be certain 
when the body of the saint was discovered on the 
top of the mountain which bears her name and 
when it was brought inside the monastery. The 
translation of St Catherine's relics from Sinai 
to Rouen in Normandy in 1063 gives us а 
terminus ad quem. The relics of the saint that the 
monastery possessed were placed in a marble 
sarcophagus to the north of the diakonikon, to 
the south of the main sanctuary, where they 
started to exude oil miraculously. The earliest 
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to the popularity of Sinai to Western or Latin 
pilerims Phe flaw ol pilgrimis to Simai is well 
documented in the extant number of pilgrim 
иез and риги narratives.” This was 
temporarily interrupted alter the Fall of Acre 

in ісін bul was to be continued a few decades 
later on a smaller scale. In the thirteenth centun 
Venice secured the c pend ners of Sua ІП 
reie, Û ургих, Antioch, Latakia, Jerusalem anel 
clewhere. Latin Шар could now use Venice 
ах a transi station and travel wih Venetian 
ships to |а Та (ы Alexanelria Lann pilerimage 

to Sina) increased in the fourteenth and hlteenth 


Centuries, as is documented by 5 lur. 52 

Гзсчигт view ol 

the Хензиг af 
Si бетт, Siriwi 


accounts of pilzrims, while Orthodox pilgrimage 
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THE ICONS 
The Monastery of St Catherine today houses 
а most impressive number of icons, The 
collection represents all periods of Byzantium 
and later. In 1938 the eminent Greek scholars 
George and Maria Soteriou were invited by the 
monastery to compile а list of its icons. Almost 
twenty years later they published ther pioneering 
book on the icons of Sinai, in two volumes. 
Between 1950 and 1905 an expedition to 1 
was organised by the Universities of Princeton, 
Michigan and Alexandria and headed by Kurt 
Weitzmann, This gave an inventory of 2,048 
icons and an impressive hrst volume on the 
early icons of Sinai.” 

Some of the icons at Sinai date from as 
early as the mid-sixth century and may have 
been donated by the Emperor Justinian himself. 
As it was under Egypuan rule during iconoclasm 
(730-9844), the monastery experienced no acts of 
violation against its holy icons. Four of the early 
icons were taken by the Russian Archimandrite 
Porphynj Uspenskij from Sinai to Kiev in the 
mid-nineteenth century.” Today they belong to 
the Bohdan and Varvara Khanenko Museum 
of Art.'? Two of these, the Virgin and Child 
(cat.314) and SS. Sergios and Bacchos (cat. 313), 
are exhibited here. Still in the monastery are 
the three larger encaustic icons of Christ, of the 
Virgin and Child enthroned between archangels 
and saints, and of St Peter; a number of scholars 
have proposed that these were gifts to the 
monastery from the Emperor Justinian." 
Thomas F. Mathews has recently argued 
that the Kiev icon of SS. Sergios and Bacchos 
was also a gift from Justinian in the mid-sixth 
century.'^ Attractive though these suggestions are 
for giving a possible reconstruction of the nature 
of the decoration of the Sinai monastery at the 
time of its construction, they remain speculative 
and depend on stylistic datings (with little 
comparative evidence) and on the idea that 


THE MONASTERY OF ST CATHERINE AT SINAI 
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Constantinople had already become the main 
centre of production of high-quality Painting, 
and ihal ICONS зи h аз these were not Produced 
in the regions, This remains problematic, for ў 
1% possible Ша Зу! Ia. one ol the cult centres of 
SS. Sergios and Bacchos, was producing high. 
quality art in this period (sce the Antioch 
Chalice, cat. 19), as were other regions in the 
Byzantine Empire. 

The majority of icons shown here date from 
the late twelfth and the thirteenth centuries. 
Some are closely associated with Sinai, such as 
Moses receiving the Ten Commandments with 
the Burning Bush just before his feet (cat. 316). 
The icon with the Heavenly Ladder of St John 
Klimakos (cat. 329) is also linked with Sinai: the 
text of the Heavenly Ladder was written in the 
seventh century Бу the Sinaitic monk and later 
abbot of the monastery whose name it bears. 
The icon of St George with scenes from his life 
(cat. 315) belongs to a special type of icon (a cult 
image of a saint surrounded by scenes showing 
his or her miracles) that is better represented 
at Sinai than anywhere else. This icon has an 
inscription giving the name of its donor = a 
priest-monk John from Georgia in the Caucasus. 
Pilgrims and monks who joined the community 
came [rom near and far to Sinai. Five of the 
icons гот Sinai form a group (cats 318—322), 
and we believe that four of these, those with 
the Archangels Michael and Gabriel and the 
Apostles Peter and Paul, belonged to a Deisis 
register іп an 16116513515 to which the royal doors 
(cat.322) with the Annunciation also belonged. 
The epistyle with scenes of the major festivals of 
the church was also made to decorate the screen 
of a chapel in the monastery or perhaps the 
screen of the main church (Kathohikon) of the 
monastery (cat.317). The question surrounding 
these Middle Byzantine icons now at Sinai is how 
did works of such great quality and importance 


come to be found in such a remote location? 





Were (hes 


made im Constantineple and then 
iansported over ihe desert, or did artists come 
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some al uie lest art о the period might have 
been «ссп as 71 КЩ? appr jp e lor (levotion 
and worship within its walls. 

Very few of the icons at Sinai bear 
inscriptionis М ith the names of their 5 
The earliest name ol a painter LQ appear оп an 
icon at Sinai is that of loannis, a Sinaitic monk. 
V he exact date of his ac пуйу is not given but 
he can be placed at the beginning of the twelfth 
century on the stvlistic evidence of the work 
ihat bears his sienature, a hexaptych with 
Menologion scenes, the Last Judgement, scenes 


from the Miracles and the Passion of Christ and 


a series of renowned iconographic types of the 





Virgin." The names of the painters Stephanos 
and Petros are Іс on icons which have been 
dated to the thirteenth century. There is no 
evidence to suggest that any of them was a 
monk at Зілді 

One of the icons signed by the painter 
Stephanos ts exhibited here (cat.316), but recent 
study has raised doubts on its thirteenth-century 
dating and consequently on the interpretation ol 
Stephanos as a painter. The subject of these two 
icons is purely Sinaitic as one of them shows the 
Prophet Elijah fed by a raven and the other the 
Prophet Moses standing before the Burning 
Bush and receiving the Tablets of the Law 
cat.316). Georgi Parpulov has argued against 
the thirteenth-century date previously proposed, 
ancl doubts that the signature on the icon, 


written in Greek and Arabic. means that he 


[he painter Petros, 
icon with the Virgin 
Blachernitssa, 
Prophe t Moses and 
Patriarch. 905 
[I of Jerusalem, 
с.122%, Egg 

tempera on wood, 


54 х 37.5 ст 
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Fig. 54 

Martinus de Vilanova, 
altar рапс! wath 

Si Catherine, 1387. 
Ерр tempera on 
wood, 127.3 x 36.5 ст 
Monastery ol 54 C ashenne 
Sima), азна af lerma 
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is the punti г," Instead he states that the ЛІГІ 
о е paining and iie Arabie serii belong to 
the second halb of the cloventh century, and thar 
срок was chiming to be only the donar, 
з conclusion needs further cise 11581011, ак the 
1154 rptions m both languages in the Moses icon 
reler to ‘Stephanos who painted your likeness’ 
їл Greek! and ‘Stephan үх е pauntecd your 
virtues! (in Arabie МІ commentators have 
assumed that these two large ICONS were made 
at the Sinai monastery 1 
Ihe painter Petros is better documented, 
as he left his name on four icons at Sina." In 
all four the type of his signature appears in the 
form of Prayer of Petros the painter’, and thus 
и в obvious that he was their donor too. A firm 
date of his presence at Sinai 15 given by one of 
these icons (fim 53), on which the Patriarch of 
Jerusalem, 11111۷117105 П, is depicted together 
with the Virgin Blachernitissa and the Prophet 
Moses, The patriarch ىا‎ called ‘blessed’ in the 
1154 ripuon above his head, signihying that he 
was already dead when the panel was painted. 
Euthymios died during his visit to Sinai and his 
tombstone survives in the north-east corner of 
the Áatholikon, bearing the date 13 December 
223. It follows that the icon depicting Patriarch 
Euthymios must have been painted shortly after 
his death. 
The diversity of the collection at Sinai 1s 
clearly illustrated by an altar panel depicting 
St Catherine (fig. 54). An inscription in Old 
Catalan gives the date 1487 апа the Пет 
о the donor, the Catalan consul in Damascus, 
Bernardo Maresa, who commissioned the 
work in Barcelona. The name of the painter, 
Martinus de Vilanova, is written on the back." 
An impressive number of icons dating from 
the thirteenth century have adopted Western 
elements to such a degree that Kurt Weitzmann 
was led to assume that they were painted at Sinai 


by Crusader artists who settled in the monastery 


ИР 


1 ily ۱1 111111 | | i VH AN Наз leen 1 hallengec, ТП. 
4 4 : 

ШІ «ШІ reum 7 ram ds Ци па ана Ін 
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ihe painters who managed to execute icons in a 


ol ке - او‎ T ae 
thoroughly Western style (55). Syria, Palestine, 


Cyprus anc Acre have been proposed as possibile 
places where they may have wot кесі," 

The close connection between Sinai and the 
Sinaitic metochion dependency) of St Catherine, 
in Candia (modern Herakleion), Crete, which 
was under Venetian control from 1210 to 1609, 
ia теЙесісеі іп the icons still surviving іп the 
monastery to tliis dav. The earliest of these date 


from the first hall of the Псел century апа 





bear the signature of renowned Cretan painters 
al the period, such as Angelos Akotantos 
Hc 1425: 50) and Andreas Кижов (1421-44), 
Ciretan icons from later centuries are far more 
numerous but they fall outside the scope of this 
book, The impact that Sinai had on Cretan 
painters is Clearly reflected in the two views of 
Mount Sinai which Dormenikos T hieotekepoulos, 
better known today as El Greece, painted between 
г. 1505 anc [5707 one ler ١ Модепа паруе | 
and а second for the panel now in the Historical 


Museum of Crete in Herakleion. 


Pig. 55 

Liruswler artist, 
tritpseh with the 
MVirmn and Child 
Enibredaed and scenes 
[rom the Lale ol 
Christ arid the Virgin, 
гечти 
century. Ree tempera 
on wool, ci miral 
panel 36.8 х 47.7 cm; 
leit wing 53.7 X 

21.7 ст; пай swing 
53.0 x 21 cm 

Konner! a Cerin 
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Iconostasis beam with the = 
Great Feasts апа Deisis 
Sinar (7), around 1200 

Egg tempera and gold leaf 

on wood, primed with cloth 
and gesso, 152.5 x 38,5 сіп; 
25.8 «385 cm (Koimesis of 
the Virgin) 


The Holy Мапазасту id За Сантис, Жеты 
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Deisis with St Peter and 1 
Archangel Michael : | 
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Deisis with Archangel 
Gabricl and St Paul 
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киын 21, 11111111111 657 
[сина on 14. ны, 
МИ! Gabriels 
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1 
The Beginnings of Christian Art 


I 
Jonah Сам Up 


Eastern Mediterranean, second half ol the third century 
Майне, 41.5 x 36 x 18 5 cm 
стапа] Ajuse uf Ага, | ен L “етене Fus, اوو‎ түй 
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Jonah beneath the Gourd Tree 
Eastern Mediterranean, second half of the third cemurs 
Marble, 32,3 х 45.3 х Е ст 
Cleveland Maram гй An, Ман مها‎ Panl, тайн, zm 
акн аатта вертикала Wire )ې‎ Pori Weighs emen, پا م‎ 
"These two marble sculptures belong to à group 
af eleven small sculptures acquired in New York 
in 1965, за to have been found in south-west 
Asia Minor in one huge jar (Wixom 1967). The 
collection was of three pairs of male and female 
bust portraits and five symbolic pieces with 
Christian subjects. Each of the portraits seem 
to represent the same figures, presumably а 
husband and wife, and probably aristocratic 
Romans converted to Chrisnaniry with a газге for 
high-class sculpture. One of the symbolic pieces is 
a youthful Good Shepherd, a subject used in Early 
Christian art to represent Christ The other four 
pieces are a praying figure, probably Jonah; 
Jonah swallowed by a great fish; Jonah cast up 
from the fish; and Jonah beneath the gourd tree. 
According to the biblical Book of Jonah, God 
told Jonah to preach at Nineveh, but instead he 


fled by boat towards Tarshish. God sent a tempest 


and when the sailors discovered Jonah was the 


| cause of the storm they threw him overboard. 
со арау пони وو سوا‎ 
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Table support with figure 

of the Good Shepherd 

Хаа Minor (7), тіні оаа centur 

Marble, 05% 24 = 18 ст 

The Ме език: Эгүлэ ее, Miani له‎ удаан Гаа, Teal үйл, 
шилийн то hesalonda, wearer cometen, "акы tai ces 

мап баста» ветрака. міны 

This support was for an extravagant table. lt has 
the image of the Good Shepherd on its main face, 
standing, wearing а short, sleeveless chiton and 
boots, He has short, curly hair and expressive 
eyes, His head is turned slightly to the right, In his 
left hand, now broken, he once held a shepherd's 
crook, and an animal sat at his feet, 

The marble plaque, which was supported 

by this upright, has not survived. The roughly 
finished reverse side shows that the table was 
positioned against a wall. Tt was found broken 

in the entrance of a tomb complex dating from 
150-400 (Makropoulou 1990, p. 337); vessels and 
food, required for funerary rituals, would have 
been placed upon it by relatives of the dead. 

Three such table supports wath the Good 
Shepherd have been discovered in Thessaloniki 
(Stefanidou- Пуспо 1985, по. 27, pp. 122— 5), 
this being the only one found in а cemetery. 

The piece probably comes from one of the 
marble tables made in workshops in Asia Minor 
in the third to fourth centuries. They were used 
in both private and public spaces (Stefanidou- 
Ттуепош 1990, p.205), though recent excavation 
finds show that they were also employed in 
Christian cemeteries. 

The image of the young shepherd had its 
origins in the Moschophoros (calf-bearer) of 
Antiquity, later evolving into an allusion to the 


peaceful, pastoral life; in the third century it seems 


to have acquired a new meaning, symbolising 
"The Good Shepherd occurs in third- to 


fourth-century sarcophagus sculptures (Paderborn 
2001, Ho. 1.1, p.78), and also as freestanding pieces. 


Atl Thessaloniki the subject is found in four third- 
to fourth-century tombs painted with Old and 


New Testament themes. (Marki 2006, поз 15, 49, 
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of the great rulers of the 


Roman, DIMUS 


over hisdead, сарна or bound thënie 
8, 
Darker shades ol the ехешізнгіу кагу ана 
1 
үнэ! il нны adit tese “І Пн poriraying the f fim 
ТИЯ 
Шет accentuating these against (үс | 
ЭМ Ку Ы, 
їе 


ЕТІПТІ 
d' te the 
base stone. The central position be 
Wm | pepe, ia longs to th 
е 


: pped steed, 
who proudly iramples his enemies; The Warrior 
holds the reins in his left hand, and he hurls 

a spear with his right. Не is dressed ina tunic 
and armour, and a cloak billows می‎ from his 
shoulders, His fect are clad in boots, Thick curls, 
fall around his forehead and on top of these is 

a diadem indicating his royal rank, 


background. AI the lures are set on ide 
plane, then this Hat layer is "applie 


horseman ае his luxuriously equi 


In terms ol style, the cameo belongs to the 
middle of the fourth century, Everything that is 
represented can also be seen in the battle scenes 
depicted on the porphyry sarcophagus in the ٢ 
Vatican Museum of Helena (the mother of 
Constantine the Great) that dates from the 
second quarter of the fourth century, It follows 
that the most likely identification of the rider iy 
Constantine the Great (306-47). This dating is | 
supported by the gold coins of 325/326, in which 
Constantine عا‎ also shown wearing a band round 
his head — perhaps an allusion to Alexander, | 1 | 


JELENA конпи: 1 


5 E І 
Head of Constantine I, the Great 


325730 1 
Сая bronze, mlt, һешін 46 cm 


Natal Muumi. Belgrade, sre | 
пастела: لقا انم‎ lind al МА 
KLTE MEFERENCES Пеја 187, no 34 (|. Көші), Rimini وموم‎ 
ли: Trier сено, CD LR 







This famous bronze head is part of the 
monumental gilded bronze statue of | 
Constantine I (Gaius Flavius Valerius Musk ў 














the square angular jaw, the long kin nose, 
the hair worn like a cap, always with the soft, 
thick curls framing his face, and the complete 
absence of movement. The eyebrows are ar 
and set above large, almond-shaped. yes wil 
pronounced eyelids. Оп his head Constant 2 | 


coins. in 324 on. 171 
. In this portrait sculpture, the style سه‎ 
is highly. traditional, and the reason for this ‹ 
is to emphasise that Constantine is in the 0 
such as | 

Ше е Great, Augustus or Trajan. There 
indications in the face that he was ١ ultimately 
to be celebrated аз the first Christian 


1 
мераци front with Se Peter 


қ 
(тавин! шам 
ШШШЕ міні еі ۳ 111111 77 
"қата! 
х инг ТН иг, ик! «Па cm 
"чн 
І 1 ын ін “ініне sario пан A налан Пат 
Манан 
чый! КЕП ы ана ін 4) ad рен 
ПЕШ Mw qe Aa ae | aider ,و‎ Сы 
гакам? yet ri Tu piu; Dem Tuis مه‎ prp Pag aite 41, Mit 
bg? ei oe тағ ү! Ak io vt ҮН нз 
дъба 


ris is the right side of a broken marble panel 
15 


which wis mac 
(the panel has а flared Greek cross resting on a 
0 


globe anil stepped base. On the basis of the design 
and measurements of the cross, this side has been 
reconstructed as consisting of two symmetrical 
crosses around а central motif, suggesting the 
original size of the panel was eight Roman [eet 


(гу cm) in length. This gives the size of the 
composition on the front face, 

On the right is St Peter carrying a large Latin 
cross with flared ends on his shoulders and raising 
his right hand in а gesture of astonishment. He 
wears the typical garments of the Apostles — а 
runic and a pallium = and sandals. The nose, now 
lost, was attached separately. A man walks to the 
left of Peter, stooping and with his head lowered. 
He is dressed in a short, girdled tunic and short 
boots, His arms have broken off, but the joins 
show that they were extended slightly. 

The lost depiction may perhaps be 
reconstructed with the aid of a miniature in the 
purple codex from Sinope (cat.40). The image on 
fol. وه‎ represents the healing of the two blind men 
of Jericho (Matthew хх, 30 —4). The bent walking 
hgure in the relief would then be one of the blind 
men who begged Jesus to heal them. Jesus himself 
пиш! have appeared towards the centre of the 
image, More Apostles would certainly have stood 
behind him on the left, witnessing, like Peter, 

a miracle that revealed Christ's divinity. 

The relief was found in 1889 near the town of 
Alacam, the Byzantine Leontopolis, on the Black 
Sea coast. This indicates that sarcophagus fronts 
were exported from Constantinople to the 
provinces of the Byzantine Empire. 

MINE EFFENBEROGER 


le asd sarcophagus front: the back 
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Relief with besieged city 
е fifth century 
Wood, 45 x ат cm OR 
Kon pe و‎ айл, Spurr ма lcm fic 
ساسح‎ sind fe 


Now 
пе aure igna, na وو‎ тб. 


This enigmatic carved relief has its upper and 
lower Irames intact, and may be one section ofa 
Sequence of scenes, To the left of the city gate the 
Byzantine army arrives at the city with a soldier 
carrying the labarum ~ the i army standard 
adopted first by Constantine and displaying the 
first two letters of Christ's name in Greek, xr. 


1979, па бе, p Beca Rian 


The same monogram 1 displayed in the sixth 
century onthe shield of one ef the soldiers ) the 
mesa with Justinian at San Vitale, Ravenna 
(Pig. ШЕТ “ту on horscehack is Ікар белген 
oll or killed; their leader wearing duidems hang 
on forked! stakes ewside ihe c ity wallon the right 
The troops defending the city Manel along 6 
walls and above them an the ишш in the city- 
At the topon the left are monumental (илиг, 
possibly saints protecting the city Brilliant, in 
New York 19709). 

The difficulty in interpreting this victory 
scene is to decide whether it records some 
historical event, perhaps in the history of Egypt 
from where the relief comes, or whether itia 
biblical, but portrayed through Byzantine eyes. 
Similar realistic imagery of battle is found in the 
tenth-century Byzantine manuscript known as the 
Joshua Rotulus (Vatican Library, сойгра вт. 431, 
which is also derived from Roman triumphal art 
such as the Column of Trajan or Marcus Aurelius 
in Коте or the Column of the emperor Arkadios 
erected in 400 at Constantinople. The tenth- 
century manuscript shows the many battles of 
Joshua in the Holy Land. Brilliant (New York 
1979) points to the rescue of Gibeon (Joshua x), 
who defeated the five kings of the Amontes and 
hung their bodies on trees, as а possible 
identification. 


RONIN CORMACK 
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Part of a mosaic pavement with 

personifications of the months 

Thebes, carly sixth century 

Stone and marble, 340 = Бі cm 

The Hellenic Minisrry o Culture, ayn! ЇЕ рбёнизаг od Byzantine Annaa. Chalk 


recvraaece excavated in ыа 
ELECTED кєк ENCEI Anaka وتن‎ qus of, 15770, рін 2557 ما‎ 


EIL CR MM OH Hio pica PER D У Ik fp тап 

This ва part of a larger mosaic pavement found 
in fragmentary condition in Thebes. It probably 
comes from a rich private house (Lazandis 1965, 
p.253, pls 310- 14) 

On three sides = east, west and north — is a 
rare type of frame, consisting of one wavy band 
through which pass two straight bands. On the 
cast side the frame is interrupted by an inscnpoon 
in a tabula ansala, іп a fragmentary state: 

_. | ATOMOPOHN!... MONON OYA ATE ГНРАС / 
„„ХМНПАМТА TEAECCEN АПЕР МООС 
ЕМОЕТО 11 

Because of the fragmentary state of the 
inscription, it cannot be completed securely. 

Only line 3 could be rendered freely as ‘ће 
executed all with his hand, as his mind dictated’. 

The main subject consists of two panels, each 
with a different representation. In the north panel 
are four squares: surrounded by a three-strand 
guilloche, each enclosing 5 Dérsonificatior of a 
month, identified by inscription and characterised 


by lively movement. February holds à pair of 
ducks, April a sheep, July shewes of wheat, while 
the corresponding object held by Мау has been 
destrowed. Inthe south panel is а hunting scene 
ina rocky landscape, with a hunter and his 

hone pursing prey, while à man with deformed 
leatures named Akkolos is shown with his back 
Палас тө this scene; This soutli panel is framed on 
the east and west sides by elose-packed squares in 
vertical arrangement forming à cham, while on 
the поп side, im place of the frame, is an 
imc r pn: 

AHMHTPIOC ЕПІФАМЧНЕ TE TO MOYCION MOEI 
АНМНТРИ С МЕМЕММОНСАС ТИМ ГРАЯЯНЫ 
ТАҮТНС А УПОУРГОС 567 
EYNOYCTATUOC! 

ПАҮЛОС AE MANTAN AITIOC ТОМ ЕУПРЕПЕХС) 
ЇЕРЕҮС TE KAI ETON ЛОГОМ МАЛАСКАЛОС 
(Demetrios and Epiphanes made the mosaic, 
Demetnos designed it, Eprphanes executed n with 
great care. Responsible for che whole work of art 
was Pavlos, priest and teacher of the divine word.) 

Тһе similarities between the Thebes mosaic 
and mosaics in the basilica at Delphi and the 
basilica of St Nicholas Hypate have led to the 
identification of a workshop of mosaicists m 
Central Greece (Sodini 1070, p.745: Spire 1978, 
pp. 209-11, 232-4, 305). The activities of this 
workshop, or at least its influence, extended to 
arcas further аве 4, аз is attested by the rare 
frame type with из undulating band passing 
through rwo straight lines, and the frame with 
the dense, vertically placed squares forming 
a chain pattern which are encountered in 
a building in Megalopoli, in the central 
Peloponnese (Asimakopoulou-Ataka 1980, 

p.240; ^simakopoulou-Atzaka 1987, p.74. по. 17). 
The stylistic relationship between the mosaics in 
the building at Megalopoli, the basilica at Delphi 
and the building at Thebes is significant too, in 
the treatment of animals and, primarily, human 
figures. Outlines arc emphasised and the details 
of the faces are rendered in the same manner: 
small mouths, boldly outlined eyes, noses with two 
lines. The personifications of the months and the 
hunting scenes were popular in carly Byzantium 
and appear frequently on tesscllated pavements 
(New York 1979, p.271). 

The importance of the Thebes mosaic, which 
can be dated to the early sixth century, lies in the 
considerable artistic ment of the workshop to 
which it is attributed, and to the fact that it 
records the names of two mosaicists, 665 
and Epiphanes, Surely leaders of a large team 
employed in various regions, they are among 
the very few named mosaicists known from the 
Early Byzantine penod. | 


ЕЛПЕМТА COROLTESI-IBE TD E TESLACTEER. 


CATALOGUE ENTRIES 6- В 379 












9.1, 9.2 


Tomb with wall paintings, including 

Susanna and the Elders 

Theecloniki, carly fifth century 

Tomb and detached fresco, 262 » (44 » 17 cm; 170 « 1275 cm 
The Helles ЭМишигү of Сайпаг laren of Нутаахиыг Cul 

Пысы, wr 8 

Fens ти илла ЕПИРА СЕЕ m 

1811 ۳۴٨۲ БІТІК! Мате Шын- T مسر‎ нова, Мыш мый, үз ің hi 
hs ары sga, Ва 

This [resco comes from a chamber tomb on whose 
western wall was portrayed the story of Susanna 
and the Elders, The tomb walls are divided 

into two areas, the lower decorated with 
representations of slabs, alternately stale- and 
rhomboid-pauerned, and columns at the corners, 
which terminate in pine cones and are rendered 
half оп one wall and half on the other. The slab 
on the eastern wall features a lattice of rhombi, 
while on part of what survives of the northern 
wall, above a scale-patterned slab, two trees are 
depicted. On the western, narrow side of the 
tomb, which hosts the main theme, above the 
scale-patterned slab and the columns, two wide 
bands, in green and orange, represent the ground 
and give depth to the painting. 

The central scene 15 bordered left and right 
by two trees that lean slightly towards the centre, 
following the slope of the ceiling. In the middle 
of the picture, a female figure is depicted, upright, 
full face, her hair carefully arranged, her legs 
relaxed, with one of thern extending beyond the 
border of the painting, resting on the slab. Her 
hands are raised in prayer. She wears а reddish- 
brown chiten and a dark-coloured dalmatic, and 
їз framed left and right by two men shown in 

profile, dressed in chitons and himatia, turned 
towards her and regarding her harshly. 






dat she be put to death, Susanna 











leaf one figure retains the mounting of the pin 
and safety chain. The three seated figures are 
identified as personifieations of the cities of Rome, 
Constantinople and Alexandra; Antioch иин 
exhibited!) is the fourth. The four form two pairs 
of nghi- and Icfi-hand figures, respectively, 

Коте and Constantinople wear crested helmets, 
while the other nwo wear mural crowns, а type 

of garland awarded to the first Roman soldier to 
scale the walls of a besieged town. The ornaments’ 
individual attributes vary. Rome holds an upright 
stall in one hand while the other rests on а shield; 
Constantinople carries a patera and a comucopia; 
Alexandria holds sheaves of grain and rests her 
foot on а ship's prow; and Antioch, based on а 
famous work (of 296 nc) by the Greck sculptor 
Eutychludes, holds fruits and sheaves of grain 

while a personification of the River Orontes 
emerges from beneath her. The foundation 

of the сиу of Constantinople in 324 provides 

а lerminus post quem for the creation 

of these ornaments. 

The grouping of personifications or tyches 
was associated with the emperor and Late Antique 
bureaucracy, and these ornaments may have been 
insignia of a civil or military office that has not 
been identified. The people who owned the 
Esquiline treasure, Turcius Secundus and Proiecta 
Turcii, belonged to a family whose members held 
various high positions in Rome. The four 
ornaments are thought to have been mounted 
on a sedan chair. 


МАША MUNDELL, MANGO 


II 
CRISTOFORO BUONDELMONTI (0.1385 7.1430) 
Liber insularum archipelam | 
(Book of the Islands of the Archipelago) 
Ghent, 1482-8» 
Ink and paint on parchment, 35.5 x 25.5 ст 
The Beh Library, London, Arundel gg 00” 
ва е Marrcanees (агр odit, abest ЫГ Sa lnm, Ghent, 
panay Thomas Dyfi ipi, цямв اسا‎ of Arundel, gih Earl of Sumry 
خلب لي اب‎ E ery e Мэрү аж р 
бийг Пийг ай Norfolk, ре! tu the Reval Society in 18407, the Royal مل‎ 
маста НО سو دسا‎ of Boa ца ИА ss کل‎ 

and A وسک‎ Barkhardt, London کوس‎ ља بده‎ pA (5 age 
The first ‘bird's-eye view’ map of Constantinople 
was produced by an Italian visitor, Cristoforo: 
 Buoridelmonti, in the early fifteenth century. 


















Fhe illustrated test ніне exiremely popul 
1 i йг, 


anel numerous medieval copies survive, Туз 


now im the к Library, London, не shown 
altermately mi the exhibition: а small Italian 
copy, amd а more lavish one made in Ghent fa 
Raphael de Mercatellis (1437 — 1508], abbo of 

St Bavan, ап illegitimate child of Philip the Good, 
duke of Burgundy, who assembled the first отец 
humanistic library in Flanders, 

Despite its title, the Liber mininin also 
includes a description ol Constantinople, perhaps 
because the city was the centre of shipping in the 
region. Buondelmonti's map corresponds directly 
to his deseriptien of the city, For example, he 
notes that Constantinople is ‘tnangular’ and 
comments оп its strong surrounding walls, Не 
emphasises the great height of the dome of the 
Church of St Sophia, which is clearly visible as 
the largest building in the city in both copies of 
the map. Other important sites, such as the 
Hippodrome (directly to the south of St Sophia), 
are also clearly visible and labelled. These maps 
are remarkable survivals of an evewitness view 
of Constantinople before its capture by the 
Ottoman Turks in 1453. 


KATHLEEN DOYLE 





2 
From Constantine to Iconoclasm 





12 
The Projecta Casket, from the Esquiline treasure 
Rome, between здо and 386 


Silver embossed and partially gil, 28,6 я 55.0 х 43-2 ст 

The Trusiees of the British Museum, Lonalen, aia ИБ. irag 1 

места RUFEXESCEX Ясныя olli, тий 1, pp. Te =, зет zuo, ңі aoa -ag 
The Projecta Casket is iconographically perhaps 
the richest surviving object of Late Antique 
silverware. Made in the form of two truncated 
rectangular pyramids, joined at their bases, every 
one of its nine exposed faces is decorated in the 
repoussé technique, Only on the back is gilding 
not used, The casket was probably employed for 
the toilet of the lady of a grand house. Its base 
depicts servants carrying accoutrements of the 
toilet in an arcade of alternately pointed and 
curved arches. At the centre and in the front sits 
the lady of the house pinning her hair with her 
right hand, while the maid to her left holds up ۵ 


mirror. This gesture is emulated by the nude 
Venus in the mythological scene on the lid above: 


before whom a centaurotriton also holds up ۸ 
mirror, On the top, in a wreath held by two 
cupids, the man and woman of the house appear. 
in their finery. At the back of the lid is a domestic 
scene that has been interpreted as a procession (0 
the baths or the procession of the bride to her 
wedding. An inscription, possibly contemporary — 


with the objectis making and certainly Late 
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рус with Clementinus 


Constantinople, 814 
эгч each leaf ig м 12.5 cm 
0 ne لاپ‎ 

а 1 ай, Кегін اح ما‎ Кішетітт, si abe 
кле ай еле id | км مه سوا‎ lin اه‎ чигт aga туи, 
онч [sait 31:11:1۳ ۱٧٩47 И 7 Ны бен бық (еа 
اې‎ уч өгү in allg. وا لصهرساص‎ K Подава: мана لس‎ t im ig, ит 67 
ks 


л ۀ اغ‎ ide city له‎ 4 
jap Maver bre Pulls Шы, rus ачу وز‎ Малые 1825. қр. کل‎ ge Lasendon 


TANI ақта | 
عب‎ нү ТУЙ} тұн né i, Lemon لا‎ ва FF, Били «їй. ena, 
аг. mit өн үл, Эв Үні пузо па îl Д С ume rmi Cmm mom йїп; 


ГА, лдыз);‏ یر Й; Гама qp ira‏ سا нави. кы.‏ ې 
Санев энх, inr ық pyra 7‏ 


Every year on 1 January, the city of 
Constantinople appointed a consul to serve for 
onc year (as dic Rome). This was an honorary 
post, and the principal duty was to arrange 

a week of entertainments for the people of 
Constantinople, including a day of chariot-racing, 
two days of animal combats in the Hippodrome 
and two days of theatrical performances 
(Constitutions of Justiman: Scott 1932, p. 17). 

This diptych commemorates Clementinus, 
consul for 513. The two leaves, which duplicate 
their imagery, are full of messages about hierarchy, 
wealth and power, Clementinus sits enthroned on 
his hon-headed consular throne, with the attributes 
and dress unique to his position, His name and 
tides are spelled out in Latin (still the official 
language of the empire) in the fabula ansata at the 
top of each leaf: rL(AvIvs) TAVRVS CLEMENTINVE 
MUOMONIVS CLEMENTINVS, V(IR) пацук гв) COMES) 
ЗАСВГАВУМ) LARG(ETIONVM) EX CONS(VLE) PATRIG(IVS) 
ЕТ CONS.) GRDEN( AR VS) (Flavius Taurus 
Clementinus Armonius Clementinus, Illustrious 
Man, Master of the Sacred Largesse, former 
: ‚ Patrician and Consul Ordinary; his name 
5 also spelled out in Greek in the monogram 
above his head). He watches over boys pouring 

coins and ingots from sacks to demonstrate 
^s сохан generosity. As Theoderic, 
RIS "ae king of Ішу, wrote to Felix, consul 
e in 511: "This is an occasion where 
in трде cars praise... where one gains 
“5004 opinion all that one loses in wealth’ 
aries rus, Var, Ш.о; cited in Cameron 
C coo 1982, p.139). To either side of 
and fs: Unus stand personifications of Rome 
4 Neg onstantinople. His apparent dominance 
„реге only by his acknowledgement of two 
СЫ: authorities, shown at the top of the leaves: 
“ы, represented Бу the Cross, and the imperial 
Couple, Арас, ۸ 15 
» Anastasios and Ariadne. 


| The diptych survived because it was reused 
in 772 m the Church of St Agatha in Rome 
lo record Greek prayers ommermoraimg the 


accession of Pope Hadrian І (222-05). These were 


incised on the reverse, Spaces at the botom of the 


inscription were lefi for images to be gluerl to the 
surface: on the left was an image of John the least 
priest of the church of St Agatha! before the 
Mother of God, on the right Pope Hadrian | 
before St Agatha (Maskell 1175, рр-з 0). 

The fine marquetry frame probably cates to 

the eighteenth century, when the panels were 
mounted in reverse, 


ANTONY KEASTMOND 


4 
Ivory diptych leaf with a сетива 
Rome or northern Нав, early filth century 
Ivory, 2€:4 м 12 хаб cm 
Marsonal Меза Leerpad, Мая rra Museu ы piga 
recites Fui etunled ац illa an Миг collectum il P4; Де «шингээн 
Макин. the leaf тыйксгтрегинЇү paaued throng thee hanik ام سيا سمه ۷ له‎ 
амат Евүггүйлү before m final owner, эвгүй! Mayer (foy BEL سل‎ Lrvrrpesd 
асы, perier ani] сыйл. gavr ١ на астра сей m iiir; 
жа ТЕП Мерай او‎ (йл, ти Ма, Limin 1124, паа ы. Пет 
وبا‎ nus уН, енін мн, іна із) Wallach нүуб, na дер Kittinger igre. pp ур В, 
үйлээ, New Werk وچو‎ ea lla (Я. Й. айтат, Camere ная, pp و اه‎ Frankie 
апъ- Мане ولوا‎ кез. ту, ыа iggy, no 7; London ig, теп. 44 |А. Елитна 
“Ойтсийнэгэг inu, pl aH 
This leaf from an ivory diptych (whose other half 
is now lost) clearly establishes the intimate link 
between entertainments, spectacle and power in 
the Late Antique empire. At the top, three 
unnamed figures in senatorial robes sit in an 
claborately decorated box at the arena. The 
central figure pours a bation to show his 
responsibility for the event and its ritual 
importance, He presides over a venatio, а stag 
hunt. This is shown in an overlapping narrative 
below, which moves from the rampant stag at 
the bottom to the dead animal lying at the edge 
of the arena below the senators’ feet. The evident 
virility of the stags emphasises the bravery of the 
huntsmen, who are shown emerging from doors 
into the arena (one of which has a depiction of a 
victorious hunter on it) with no protection apart 
from their spears. 

The emphasis on the hunting, rather than 
on the three presiding officials, reflects both the 
expense of these lavish entertainments, and the 
degree to which prestige was measured by their 


‘success and spectacle. ‘The entertainments were 


free for the citizens to attend, and were judged 


by the exoticism of the animals that were 


displayed, and then killed, in the arena. The 
letters of Q, Aurelius Symmachus concerning his 
son's quaestorian and praetorian games of 394 
алд 40! show that diptychs and other gifts were 
used to advertise families’ involvements and 
consal idate alliances among the élite of the 
empire: Tc is а solemn and delightful obligation 
for quacstors candidats to present s customary 
gifts to people of consequence and rie menda, 
in which number you are naturally included. 


So Гойег you an ivory diptych and a small silver 
bowl weighing two pounds in my son's mame, 
anc 1 bee you to accept this token of respect 
with pleasure! (467.76, cited in Cameron 1992, 
pr ita. 

The date and origin of the ivory is established 
by its close stylistic and iconographie link to other 
mones, such as the Lampadi ivory in Brescia, 
which has а similar form but shows chariot-racimgr 
(Volbach 1076, по, 54]. 


ANTONY КАЯТ 


5 
Leaf of the consular diptych of Basilius 
Rome (7), 541 
Ivóry, 34.5, « iq cm 
Іпжсгірізгіг on the architrave: awrc( rus] такт (иа) мамі) 
пахі ИН Vim O LAR] 
Бачачы لخ‎ per d Polos Мими гай, Masc Nasiostale 
dil Range tiri. Florence, йай т. АЙ 
Рахте маны ат ва the Й ыч Гар, Farrar, سا‎ comme 
Ари налан аны НЬ 
miseram ar Осбингүй epis) нө ў гена, үй бу: келші aad наст 
муул, ни гр, ig 19: Унаж нууб, тн л, үл, үй. у, Меч Уты нү, nn |7, 
гра? ПД C anderson, Canero әлі Schauer سل م۱۱ ملو‎ 209, nil, 
ЁРЫ антре 
This ivory is the front leaf of a diptych whose 
rear leaf is kept at the Castello Sforzesco, Milan 
(New York 1979, no.46, pp.47 “8 [J. C. Anderson]; 
Olovsdotter 2005, pp. 34. 36, поза. Believed for 
а long time to belong to Basilius, consul of 480, 
the diprych has been recently assigned to Basilius, 
а member of a renowned Roman anstocratic 
family, who assumed the eastern consulship in 
541, а few months after the re-establishment of 
the rule of the Eastern Empire in Italy (Cameron 
and Schauer 1982). Carved in shallow relief, 
the standing consul holds а sceptre, probably 
recarved later at its top, and the mappa. The 
personification of Rome embraces him by the 
shoulder and holds the consular fasces. The lower 
register comprises a scene of four chariots racing 
around the spina of the Circus Maximus and а 
man holding а codicil and pointing out the upper 
scene to a youth, The ground is bordered by 
a Lesbian moulding, ап architrave supported 
by two columns runs along the top. 

The diptychs of Felix and Boethius 
(Volbach 1976, nos 2 and 6, dated to 428 and 487, 
respectively) may have been the models for this 
work. The embrace of Rome, an act of distinction 
and fnencdship, indicates the consul's close 
relationship with the ruling class of the old 
capital. The chariot race corresponds to the same 
scene in the Lampadii ivory, (400 (Rome 20004, 
по 55. pp.445- 7; Mariotti 2007, p.255). The pair 
of the igalis and the youth has parallels with the 
men acclaiming the consul in the Halberstadt 
diptych or Rufius Probianus in his own diptych, 
both dated to the carly fifth century (Volbach 
1976, nos 35 and Ge), The panel should be 
assigned ما‎ the sixth century: the rendering of the 
fasces із similar to the Philoxenus diptych of 525 
(Volbach 1976, no.28) and the sharp, flat and 
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schematic rendering of the figures postdates the 
above-mentioned filth-century зогс. 


їка D, VARALIS 
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Diprych with Asklepios and Hygeia 

Капе, г. 400—890 

Богу, cach beal 11.4 ж 13:49 я об cm 

“айгаа! Emam Ligel, Vos] Lax 4 Miscinti d ііі 

таохкндыга Шы dap فا‎ bern ronald Ёчин à Каров, «ет ه‎ ж АМ hd 
пе شا‎ Celeron هم1 | وا‎ (mn ае. рі a А مې سم‎ [nc 
مش وم مک نه امه نت‎ л ССР т 
ial Weitere mgr! then سا‎ Labor Ferran ап ig, herd ің Қ Гаа 
ia hon نا اعد‎ un іст مسا ما مهف‎ eyr le ix ва عطا‎ ert of eros 
aera. Vela мел Кес York ary, ка ңа e яс, = 
Gn ngu ren ah Л rer engage зуй Ге 13 
—— 

Asklepios and his daughter Hygeia were two of 
the great healing figures of Classical Antiquity. 
According to legend they were granted 
immortality by Zeus because of their medical 
skills. Тһе main centre of their cult was Epidauros 
in the Peloponnese, but it spread across the 
Greco-Roman world, and included а mayor 
temple on the island in the Tiber at Rome 

from 291 nc. 

Asklepios کا‎ shown leaning on lus main 
attribute, a staff entwined with a single snake, with 
a bucramon (ox's skull) below. He is accompanied 
by his son Telesphoros (a symbol of recovery: his 
name means ‘bringing fulfilment’), Hygicia leans 
оп a tripod (symbol of Apollo), around which 
another snake is entwined; she offers this one an 
egg. At her side stands Eros, and other symbols of 
frame the figures. The blank tabulae at the top of 
the plaques (and the front of the plinths at the 
bottom) once held inscriptions which presumably 
indicated the commissioners of the diptych 
(fragments of letters are visible in Connor 1998, 
pl.vin), but this would have been supplemented by 
whatever was written on the wax on the recessed 
interior of the diprych. The subject-matter and 
belong to the brief, self-consciously archaising 
revival of pagan forms and images that took place 
in Rome around the year 400 (compare Volbach 
1976, по.55)- | 

"The plaques seem to represent images of 
antique statues compare Gibson 1994, هام‎ 

figures and by the projection of the edges of 
Asklepios’ plinth and the base of his staff over the 
floral border, the subtle hint of perspective, and 
‘the layered depths of carving (receding back to 


ia awa е head шан. 





after the withdrawal of publie памін Inom 
temples in дау (Zosimus 1082, Алд) 


ATS АЛАТЫ 


17 

Plaque with Apollo and Daphne 

erhape from Egypt, МИ or uxth century 

kor. 19.3 x Aon 

ee d MEM 

айтп вилите albus ai, e Des р سا‎ 

This panel is an example of Late Antique 
Hellenism within the Christian empire isee 
Bowersock 1990), It shows Apollo holding a lyre 
and accompanied by a swan with Eros flying 
above him, as he approaches Daphne, who is 
already turning into a bay tree. The imagery 
celebrates mythological subject-matter, including 
an ancient deity, іп а stikingly Hellenisimg 
manner that insists on full-frontal nudity for both 
figures. None of this appears to have been 
problematic for a Christian audience, so long 
perhaps as such items were kept in the domestic 
sphere (and not used in church). It may be that 
the only really offensive pagan-related imagery 
would have been scenes of sacrifice, which are 
hardly attested at all after the fourth century. 
Dur visual evidence for this kind of iconography 
in Late Antiquity - which includes textiles, small- 
scale marble sculpture, silverware and mosaics йз 
well as ivories — extends at least into Middle 
Byzantium, but relatively little *secular' work 
survives from the later period. 
JAS ELENER 





18 

Plaque with Nereid with fruit-filled basket 
Animal bonc, 4B x 14 cm 

абры LONE MURAL NAR ELO 

ранаў whee es ار مهود‎ nnn та ههام‎ 

The right-hand side of this plaque is broken. 

It bears a hole for nailing it to à wooden casket, 
similar to one in the Walters Art Museum, 
Baltimore (Loverdou-Tsigarida 2000, pl. 14). 


Caskets were used for the safekeeping of jewellery, 


documents and other objects, and were buried 

with their owner in the grave. The principal 

centre of their production was Egypt, and 

particularly Alexandria (Loverdou-Tsigarida. 
2000, рр.57- 8), where the largest number 

of such plaques has been found. 


combines incision and carving (Loverdou- 
Tsigarida 2000, рр.156- 65), represents а 


recumbent female nude with uplifted torso, 
leaning on her bent right arm and turning her 


ards, She stretches out her left hand, 


Grail used by Christ at the Last Supper with its 


that date in 1950. 


which Indds in check the сине eb the iplo, 
povari a basket ob feuis in front of her ШП 
lesed 5 

Phe higun is а Жегені, а subject from ihe 
iconographic сүсіс of the *marimc Машы”, which, 
together with the “Dionysian сусе”, decorates the 
group of bone plaques in bas-reliel The subject 
is linked with the birth of Aphrodite and the 
daughters of Nereus, the Nereids, who form her 
retinue, This type of Nereid, which is very widely 
disseminated in Late Antiquity, is encountered | 
both in monumental аг, as on sarcophagi or 
mosaic pavements, and 111 the minor arts 
(Loverdou- Tsiganda 2000, рр. 85, 175 - Йо), 
The spread of the Nereid motif in this period, 
notwithstanding the prevailing of the Christian 
religion, is attributed to its propitious symbolism, 
which is associated with the journey to the Isles | 
of the Blessed, where the Nereids accompanied 
the mortals and which Christians had linked 
with Paradise. 


| 


KATIA 1-1 پ‎ 





19 
The Antioch Chalice 


Byzantine, from Syria, powibly Kaper Korann or Antioch, 
first half of the sixth century 


Silver cup set in footed silver-gilt shell, height ډو‎ cm 


‘Low ty the Метларай ан Musun ونا او‎ Nea York, The Clamem Си шт, 
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Formed of a simple silver cup encased within 

an elaborate inhabited grapevine rinccaux 
patterned shell, the so-called Antioch Chalice 
has been an enigmatic work since its discovery 

at the beginning of the twentieth century (Evans, 
Holcomb and Hallman 2001, no. 104, рр-214 15) 
Originally, the cup was argued to be the Holy 


shell dated to the second half of the first century, 
The twelve seated figures inhabiting the shell's 
grape-laden vine were identified as being two of 
the earliest portraits of Christ and of ten of the 
Apostles (Eisen 1916, рр.426-37). The vessel was 
shown as the Holy Grail at the World's Fair held 
in Chicago in 1933, although by the 1920s scholars 
had begun questioning its date (Morey 5 
рр.73- 80; Jerphanion 1926; Wilpert 1926, 
pp.1ro—41; Peirce and Tyler 1932, pp. 69771 
The vessel was exhibited in the first major 
exhibition on Byzantine art in Paris in 1931; 
as a fifth-century work and acquired by the 
Metropolitan Museum of Art as a work of 


The vessel is now considered to be a standing 
lamp of the early sixth century, an identification 


| ly stylistic an lysis eb thue аар and 


їр амі 
«pl исе of the һар of the vessel to thai 


dhe rese 


„залите lam 
с د د‎ York 1٤7), 0 түз. рр. баб : 


(|; Boyd күй, рр. 202) Sianding 
lamps appeal on the lintel over the altar in the 
kita Paten (cal. 20), Originally connected with 
Antioch, (he vesse 4 has also been identihied with the 
Church of St Sergios near Kaper Когаоп in зула 
Baltimore voll, 1.40, рр- 847: Мин 
Mango 1988, pp. 103. 77; London 1977, no. 147. 
p.t. The recently discovered, large Early 

r decorated with an unusual 


ps of he early sixthiscentury Sion 


гл 


|M, E. Fraze 


Christian ewer in Гас 
number ef men in tunics with clear Christological 


connections mitade ole “ла йквей іс опоргарви: 

concepts emphasises the difficulty in identifying the 
imagery of unique Early Byzantine objects (Trier 

3007, pp. 382 - 5 wath illustrarions and no. ii.i 

|А. Kaufmann-Heinimann and М. Магии |). 
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20 
каси with the Communion of the Apostles 


Conantinople or Syria, 407 70 
Silver repousse wiih gilding ам алс прай іп nell, 
Шшинчг 35 1 


(кешене Сніз, Майна DC. ізет Calli cm, те dq. 5 
ago ver Шы 98 
دلج‎ xut, Suberacier үчү. Maderas acil, тив ما خم‎ Araria irit, ما‎ 17 
Behind а cloth-covered altar, the cross-nimbeed 
figure of Christ, shown twice, administers the 
bread on the right and the wine on the left to two 
groups of Apostles, They stand on either side of 
the table bearing a chalice, a paten and two wine 
skins. In the exergue below аге more linurgical 
vessels. The architectural setting controls and 
unifies the vivid narrative created by the animated 
Apostles. The two spiral columns that support an 
architrave with a shell niche mark the “holy space" 
“Айс sanctuary reserved for the two figures of 
Christ, This symmetrical composition representing 
the Communion of the Apostles is inscribed into 
the centre of the paten; the inscription around the 
rim reads: ‘For the peace of the soul of Sergia, 
daughter of loannes, and of Theodosius, and for 
the salvation of Megalos and Nonnous and of 
their children,’ The control stamps with imperial 
portraits and monograms on the reverse of the 
paten are those of Justin П (565-78). 
| Patens in different sizes were used to 
display and carry Eucharistic bread. Only a few 
preserved plates represent the Communion Rite 
itself. A similar depiction of the Communion of 
the twelve Apostles is represented on a paten in 
the Istanbul Archaeological Museum. 
Silver vessels were gifted to fulfil a vow, or, 

as in the case of this paten, to obtain salvation and 
commemorate the memory of family members. 
GUDRUN вбан, 
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Ivory with Areharigel 


Crane, еў yn 
Іту, pr Н й ij "LE TITEL 
Tha Тымға ы سا‎ Based Мымшь онны кєй казну 

Гита nad @ Беба di ben шеші, دا‎ Мые Венко. Мамы і 
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ша agn йз 


This exquisite ivory leaf of an archangel 
demonstrates the existence of a clissicising, 
naturaliste style in sixth-century Byzantine ап 

It is the largest single piece of ivory to survive 

from Byzantium, and one of the most 
magnificently carved. The archangel, with а tall 
sceptre or stall in his left hand, holds out an orb 
surmounted Бу a cress in his right. He appears tà 
loom forward in front of the Muted columns on 
either side, even though he stands on steps that 
recede behind them: it іх a fine visual balance 
between the materiality of the image and the 
incorporeal nature of the angel. The image's 
success lies in the overall grace of the pose and the 
sensitive drapery folds of the angel, as well as in its 
many fine details: the patterned cuffs, bows on the 
sandals and the careful delineation of feathers, 
These are matched by the intricate carving of the 
arch over his head and the fluttering nbbons 
extending [rom the wreath around the cross. 

The archangel would have offered the orb to 
asecond figure, presumably an emperor given its 
imperial connotations, on the now lost left leaf of 
this diprych. Close comparisons in the carving 
technique of this ivory and of those produced for 
Justinian when he was appointed consul in 521 
(Cutler 1984n', and Justinian's known interest in 
the cult of the Archangel Michael (Cormack 
20004, p.45), suggest that this was produced for 
that emperor, possibly on his accession to the 
throne. 

The inscription, a line of iambic trimester, 
at the top reads; AEXOY ПАРОКТА /КАІ 
MAGON THN АГПАМ, but its translation is 
contested: "Receive this suppliant, despite his 
sinfulness’ (Cormack 20004, p.47; implying 
imperial humility}, “Accept present circumstances, 
even understanding their essence’ (Wright 1977, 

рр.7- 9, a reference to Justinian's accession in 
527); or "Accept this gift, and having learned the 
cause" (Cust 1902, p.55). All hypothesise an image 
of the emperor, or a second line of test, on the 
missing leaf to complete the sense of the message. 
On the reverse is a fragment of a seventh- 
century Syrian liturgical text in Greek, which 
suggests that it was still in the eastern part of 
the empire at that ume. 
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Ivory with Adoration of the Mag 
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This wory plaque is dominated by its imposing 
central igure of the Virgin. Mary, cradling the 
Christ Child on her lap, 18 much the largest figure, 
she sits ona backless throne staring out at the 
viewer, ах does her son, who also raises his hand 
in a gesture of blessing. To either side, the three 
Макі supplemented by әп angel to maintain the 
symmetry of the image: enter in their Phrygian 
robes, offering their gifts in covered hands, but 
there ік little xense of narrative. Although they 
are now heavily worn, the almost circular eyes 
of the Virgin and of Christ unblinkingly confront 
the viewer. They suggest a direct engagement 
between worshipper and the divine, although the 
rigid, hicratic composition presents them as figures 
for veneration rather than intercession. This fits 
the growing cult of Mary, who, after the third 
ccumenical council at Ephesus ш 451, was 
acknowledged as the Mother of God. 

This symbolic image is paired with à narrative 
scene below, showing the miracle of Salome: the 
midwife whose hand withered when she denied 
the Virgin birth, only to have it restored by 
holding it up to the Christ Child (the story is 
recorded in the apocryphal Protoevangelium of 
James, chapters 197 20, and appears on a number 
of other sxth-«century woners Volbach 1976, 
рох 127, 140, 174. 199). 

The plaque marks د‎ shift in the use of ivory 
from а material for luxury functional objects 
(primarily diptychs, pyxides, boxes, book covers) 
to one suitable for more contemplative worship. 

It parallels the rise in painted icons for veneration 
in the sixth century, although the scale of the 
ivory suggests that it was designed for more 
individual, personal use. However, the edges of 
the ivory were subsequently all cut down to allow 
the plaque to be reused as the centre of a five-part 
panel (comparable to a dispersed group with 
similar iconography: New York 1979, nas 457 - 61). 
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Ivory with the Annunciation 

Easier Mediterranean, lar seventh or carly eighth century 
hor, 19.7 «04 cm 

اعم Hamide J Ager Appia, даи ва Mita, Milan, ime‏ ما متا 
ملاعا чаастан res Winton igge siili prevei‏ 

Vere қүт مھ‎ û 0. Pariani данға هه صا موئاا‎ 1970, py mir 

This ivory is not an independent panel but must 
have functioned, together with a number of other 
pieces, as revetments on church furnishings. Tt 
belongs to a group of about fourteen similarly 
carved panels which has been dated variably from 
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the sixth to the eleventh century (sec Weizmanni 
19726). A date in the late seventh to carly eighth 
century seems most likely. The Annuncianion 1 
among the plaques displaying the highest quality 
workmanship and its carving style focuses on 
clegance and fine surface details. 

In front of an elaborate and complex 
architectural setting the Archangel Gabriel, 
identified by a vertical inscription in raised Greck 
letters, + ГАВРІНА, approaches the standing 
Virgin. Her seat with a curved high back is barely 
visible between the columns. Gabriel holds à long 
sceptre im his left hand and addresses the Virgin 
with his right The claborate drapery of his 
garment and the awkwardly turned left foot 
conveys his sudden arrival. Mary is also identified 
by inscription, Н ATTA МАМА (Holy Мапа or 
Saint Mana), a form of address that ceases to exist 
after the ninth century. It is above her head with 
letters beautifully intertwined to create а 
decorative openwork pattern. In contrast to 
Gabriel, the Virgin is depicted in а sell-absorbed 
and contained pose. "The hand placed at the side 
of her head with its long finger along her cheek 
gives her a pensive and wondering expression. 
She в üghily draped in а mannered pose. 

The attention paid to detail is unusual. 

The decorative architectural features behind the 
figures, the angled pediment, the lavish curls of 
the archangel, the fancy folds and tassels of her 
mantle all contribute to the preciousness of the 
piece. 
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Diptych leaf with a Byzantine empress 

Ivory, traces of glding and poini, 25 ж кє ста 

serm илели" Мемл برد مه ووه‎ Veh SUA. na S 

Nes Ұмай uon, рур. үк гт, fames goer, Anges یه‎ pei 1% 

"This panel is part of an imperial diptych and 
depicts an empress in her majesty. She is seated 
on а jewelled and cushioned throne with a curved 
back, holding a globus спачат in her left hand 
while her right hand is extended sideways, palin 
outwards. She wears elaborate jewelled robes and 
а diadem with репаШа On her robes, the outline 
of a lablon bearing another imperial figure can be 
crowned by eagles and supported by pillars, 
Nazionale del Bargello, Florence, where the 
empress stands in the niche. In both cases, she 

is most con zioni (iden SALAM dne (before 


imperial female heads is also identified as ۰۳ 
However, images [гой this period are dilficult to 
identify as physical likeness was not a requisite ol 
portraiture; the images of Ападие on consular 
diptycha also resemble those on diptyehs ef the 
Empress Theodora, wile of Justinian, The image 
raises questions about the role and depiction ol 
the Early Byzantine empresses. Her dress, placitis 
and attributes suggest - at least visually = that 
empresses held considerable power in their 

own nghi. 
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Ivory diprych 

Conuantnople, паа century 
Ivory, cach panel 20 = 13 cm 
greens recom Ra v Oo 

алалла аис. fron ес Ки Сн Kaiun, Berlin 
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Both halves of this ecclesiastical diprych have 
been cropped at the bottom: à remnant of an 
inscription = a superscript “С” = recalls the ivory 
throne of Archbishop Maximian in Ravenna. 
The style of the images - an aged Christ on the 
left, Hanked by the Apostles, Peter and Paul, and, 
on the right, the Virgin holding the Christ Child 
in her lap and flanked by archangels = is likewise 
very closely related to that of the Ravenna throne, 
and both objects most probably date from the 
same time, the mid-sixth century. 

The ivory panels belong to the same tradition 
as the consular diptychs of the fifth and sixth 
centuries. The latter presentation tablets, given 
һу the annually appointed consuls in both halves 
of the empire to friends and senators, generally 
showed the new consul enthroned in a frontal 
pose on the sella curulis (official chair ог stool) with 
the insignia of his office and often flanked Бу 
officials. The diptych with Christ and Mary uses 
the same visual symbols — an archivolt above 
columns as a mark of distinction, a curtain in the 
background, a throne and members of ‘court’ in 
attendance - while both contrasting and linking 
the heavenly ruler in his perfect and mature 
divinity with the mother of God, Mary, who 
presents the incarnated son of God as the 

The special appeal of the carving lies in its 
balance between severe, hard-edged lines and 
vibrant softness in certain details of the faces and 
drapery. The relief conveys a remarkable illusion 
of depth and three-dimensionality, despite 
a maximum actual depth of 0:3 ст. 

The reverse bears the remains of an ink 
nscription that has been dated to the sixth 
GUDRUN ТИТА 
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Ampulla with images of the Ciri ilixion 


Resurrection ап Ascension 
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‘The sixteen pewter ampullae from the Haly 
Land now in Monza were filled with holy ой 
and brought as relies to the West. They belong to 
а class of Early Christian items called баба or 
‘blessings. А Jerusalem pilgrim of about 570 АВ 
from Piacenza describes how the oil in such flasks 
bubbles aver as it touches the wood of the True 
Cross (Wilkinson 2002, p.139). Although mass- 
produced and of cheap material, these ampullae 
were evidently highly prized by the time they 
arrived in Western Europe: the Monza group was 
given to the cathedral by the Lombard queen 
Theedolinda in about Goo, while а similar 
collection now in Bobbio were buried with the 
body of St Columban. The rich iconography on 
the ampullae both illustrates Christ's life and 
evokes directly the specific holy places where 
pilgrims acquired these rulagtae. This example, 
which shows the Crucifixion and Resurrection 
(both venerated in the Church of the Holy 
Sepulchre) as well as the Ascension, surely comes 
from Jerusalem where all these sites were located. 
The obverse has the Crucifixion with Christ as a 
bust above the Gross between the sun and moon 
and the two thieves, as well as Mary and John 

the Evangelist and two knecling worshippers 
beneath. Below this, in а scene inscribed ‘the 
Resurrection of the Lord’, are two Marys before 
the tomb of Christ, beside which sits an angel. The 
inscription round the circumference reads 'Oil of 
the wood of life from the holy places of Christ. On 
the obverse is a representation of the Ascension. 
JAS" измен 
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Ampulla with images of the Adoration 

of the Magi and the Ascension 

Palestine, sixth century AD 

Pewter (head and tin alloy), diameter 7 em 

стоте aac bnc а m нр pp یور فر‎ Санай зүйл, mets 
pp нрав, Elaner іта? 

'This ampulla shows the Adoration of the Magi 
(inscribed ‘Magi’ to the left) and the Shepherds. | 
on the obverse, with angels above the Enthroned. 
Virgin and sheep and goats beneath the 
inscription that forms the ground, which reads 
in Greek ‘Emmanuel, God is with и", The | 
inscription around the circumference says ‘oil 
of the wood of life from the holy places of Christ 
The reverse, without an inscription, shows the 
Ascension with the Virgin between the twelve: 
Apostles below and four angels carrying Christ 
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Gold pendant with the Adoration 
of the Мас and the Ascension 
Eastern Medterrancan, around Au boo 
Gold, diameter Пис haelung suspárisaon boop) ӨН cm 
The Гуцава od thee British Murai, Last, pr щш 7-р! 
әнінің ek rm IE iise моми, рр тв. РА 
This gold exkolpiou is constructed of two thin sheets 
of embossed gold set back to back over a sulphur 
сөге, The front is decorated with the Adoration of 
the Magi, with the three Magi approaching from 
the left and the Virgin seated on the right, with 
the infant Christ on her lap. Above аге a flying 
angel and the star of Bethlehem. Below is a Greek 
inscripion: КҮРІЕ ВОНЕН TH ФОРОҮСА АМНМ 
(Lord protect the wearer. Amen). On the reverse 
is the Ascension, with Christ in a mandorla 
supported by four angels above the Virgin; who is 
Hanked by the eleven disciples and 51 Paul. Below 
them is à further Greek inscription: EIPHNHN 
THN EMHN АФІОМЕ YMIN (Our peace we leave 
with you; John XIV, 27). 

This pendant can be grouped with six others 
ol the sixth or early seventh century, all decorated 
with scenes from the life of Christ (Entwistle 2005, 
Pp-269—70). The closest example to the above 
Pendant is now unfortunately lost, but is known 
from a drawing in the Royal Collection at 
Windsor (Osborne and Claridge 1998, по. 284). 
Although its obverse side is different - it depicts 
the Flight into Egypt - the reverse has a very 
similar depiction of the Ascension, differing only 
in that four angels support Christ's mandorla and 
the absence of an inscription. The iconography of 
the Ascension in particular relates the medallion 
to both reliquaries and ampullae perhaps 
Produced in the Holy Land for pilgrims around 
боо. As with rings and marnage-belts, enkolpia 
Were also exchanged nà gilts at the marriage 
ceremony, where they seem to have functioned 
аза confirmation of contract, 
CH IS YNTWINTLE 
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Copy from а cast of a пом lost gold mecdallinn 
of Justinian | (527 5) 
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The obverse of this medallion shows a bus 
of Justinian I, three-quarter facing, nimbate, 
мсаппи cuirass, paludamentum, plumed helmet 
and diadem. Не holds a spear and shield. 
The inscription reads; DNIVSTINILANVSPPAVC 
On the reverse Justinian І can be seen on 
horseback, in the same attire as above, 
preceded by Victory, who carries a palm 
and trophy. The inscription reads SALVSETCI. 
ORIA ROMANO RVM (Welfare and Glory of the 
Romans); іп excrgue, СОМОВ. 

This medallion, struck то celebrate the 
conquest of the Vandal kingdom, weighed 
164.05 апа equalled 36 gold solidi. Found in 175! 
in the area of Caesarea in Cappadocia, it was later 
acquired by the Bibliotheque nationale de France, 
from where it was stolen and melted down in 1831. 
The айе of gold multiples of solii such ах this 
medallion was intended for distribution, mainly 
to foreign rulers as diplomatic miis. 
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Silver plates with scenes from the Ше of David 
Contiantinople, 613 - 5629/30 

Silver, diameter 14 cm, 26,8 ст, 14 ст 
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These three silver plates belong to the so-called 
"second treasure of Lambousa', which was 
discovered in two batches on 10 and 12 February 
1902. According to oral information, the first 
treasure consisted of golden abjects and was 
discovered in an earthen pot hidden under a floor. 
The second treasure consisted of nine silver plates 
and was found bricked up in a niche of a wall that 
was presumably part of the remains of the 
Byzantine city of Lambousa, ncar the modern 
town of Kyrenia. At that time, the police managed 
to confiscate part of the treasure, consisting of the 
three plates now in the Cyprus Museum, Nicosia. 
The other six are in the Metropolitan Muscum of 
Art, New York. 

The nine plates came in different sizes: a large 
one showing David and Goliath (diameter 409.4 
ст), three of around 28 cm, one of around 27 спа 
and four of around 14 ст. The David plates show 
the carly life of David as related in І Samuel (in 
the Septuagint, І Kings, хул, 12 to хуш, 27), from 
David's anointing by Samuel to his fight with 
Goliath and marriage to Saul's daughter, 


In the plate that shows David summoned 
го Samuel (cat. 30), heaven is represented above 
with sun, moon and stars. A messenger arnves 
та summon David, son of Jesse, to meet Samuel, 
David is playing his lyre and minding sheep. 

Both figures have haloes, which lend an air of 

the sacred to the event. The scene is very rarely 
illustrated in Early Byzantine art. In the plate that 
shows Dawid slaying a bear (cat. 32), David tells 
Saul that he will be able to kill Goliath, just as he 
has killed lions and bears as а shepherd. Both 
deeds are represented on the David plates, this 
one showing him mastering the bear. David grabs 
the fur between the animal's ears, thrusts his ۴ 
into Из back and prepares to bludgeon it with 

a tapered, hom-shaped weapon. In the plate 
depicting the Marriage of David and Michal 

(cat. 31), David is rewarded for killing Goliath with 
а dowry (in bags and the basket below) and with 
marriage to Saul's second daughter, the couple 
‘join their right hands’ according to Byzantine 
wedding ceremonial. Between them and also 
haloed is Saul on a footstool and in imperial dress. 
Two flute players are on cach side and the 
marriage takes place beneath a colonnaded 
facade. 

The group of nine silver plates are a striking 
example of the continuation - or revival - of 
Classical naturalisuc traditions, But the subject- 
matter is of course openly Christian and not 
pagan like the models for this style. Each plate 
has a low ring Базе and is executed in low relict. 
Before the craftsman got to work, each plate was 
hallmarked in Constantinople with four or five 
control stamps, which indicate that they were 
produced as a set during the reign of Herakleios 
(бта). 

The mystery surrounding these plates is how 
they came to Cyprus, where it is assumed that 
they were hidden for safekeeping during some 
historical crisis (Arab ганд 2). Their quality and 
subject-matter have led to the interpretation that 
the story of David in some way symbolises the 
reign of Herakleios and that this emperor sent 
them as a present to an imperial official on the 
island for use and display in his home. Rather 
than trying to link each plate with some episode 
in the Ше of the emperor, Leader-Newby (2004) 
instead secs the David story as an allegory of the 
growth to maturity of the ideal monarch David 
(the best model for emperors to follow, according 
to Byzantine rhetoric and writings). In other 
words, the cycle of plates belongs to the same 
tradition as Homer's Odyssey, in which is narrated 
the growing to manhood of Telemachus, son of 
Odysseus. A Byzantine education ensured that 
élite consumers of high art such as these plates 
knew their Homer as well as their Bible. 
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Silver plate with goatherd, two goats and a dog 


Constantinople, (530 17) 

Chased and incised alver, diameter 23:8 cm; 

diameter of нг g cm 
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тама аа Башы іа سآ‎ village cd Kimsan ышты lead. regn مس له‎ 
gii, sarl Крета Dy مو اه‎ (Чайна Мет г эгтттий celu фев? hag Wirel سی‎ Ва 
ккал REFERENCES anh nl рр He, ба gih Лайгаайлт грай 

М Peierslnang әлгі | екіні эчнээ, pp үй o IV абата Паста رصم‎ 
рет da M даа Leader Ses his тенъ, prime Вар gg, faber saha 
fjr 55 Я, палат ац, байлга peia 

This plate shows ۵ pastoral scene, with the 
goatherd deep in contemplanon of nature within 
à fertile landscape, Such scenes are found in 
Antiquity in the wall paintings of Pompen and 
other Campanian sites, such as Paris among 

the flocks on Mount Ida (now in the Museo 
Archeologico Nazionale, Naples). The theme is 
found in Greck and Roman poetry and continues 
into Christian literature, such as these verses in à 
homily of the fourth-century Father Gregory of 
Navianzos: 

Tormented by profound етігі, yesterday І cat кәді; 

Alone in a shady grove, withdrawn from all human company. 
lı pleases rne to heal my weariness of sparit én this way, 
Making quier conversation with my weeping heart. 


This sort of literary continuity from Antiquity 
into Byzantium is reminiscent of the use in art of 
the image of the Good Shepherd to evoke Christ. 

On the base there are five control stamps 
from the time of Justinian І (527-65), One of these 
includes a monogram which can be read as 
TIETPOY. This man was probably the state official 
in Constantinople who had a supervisory role over 
the use of silver, the so-called comes sacrarum 
largitionum. These officials used the five stamps to 
authenticate the quality of the silver and perhaps: 
to signify that the necessary fees had been paid by 
period, some two or three years. The form of the 
monogram suits a date early in the reign of 

Justinian and it may belong to 530-32. 
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а church; most carr Greek dedicaton 
1115172115115 The one here reads: "Prayer of 
Pelamos, [son of] Basianos. Sacred vessel of 

Saint Sergios in the village of Kaper Koraon;' 
Inexpertly written with a pointed талт, 

this text must have been added alter manufacture 
Kaper Koraon is probably present-day Кати in 
Syria, so the chalice may have been produced in 
the nearby сиу of Antioch. Unlike many Early 
Byzantine precious vessels, the piece docs not 
carry government-control stamps that guarantee 
the purity of is metal. Sull, the silver invested in it 
could have bought a camel at the time (Mundell 
Mango 1902, р. 133). The donor Pelagios was 
probably related to several persons named on 
other objects from the hoard. His hypothetical 
genealogy suggests he lived shortly after 550 
(Effenberger 1991, p.277). 

This is one of the few pieces from Kaper 
Koraon to include figural decoration. Typically 
of Early Byzantine religious art (Maguire 1996, 
рр.тоо-б), the saints depicted аге unnamed. 
Three hold books that generally identify them as 
Apostles, while the fourth appears to be St Peter 
(LCI, vol.8, cols 161-2). Contemporary chalices 
(Elbern 2004) and censers (Piguet-Panayotova 
19695) һауе Christ's image centrally placed on 
one side and the Virgin's on the other. Here, the 
Saviour is symbolically represented by two crosses 
(see КЕК, vol.5, cols з0- 1). ‘Instead of the person 
of our Lord, [the holy Church] places the Cross 
and the Gospel on the altar’, explains à seventh- 
century Syriac text (Brock 2003, $ 46). 
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The Emesus Vase | 

Constantinople or Syria (7, end of the sixth century 
Silver, 45 x 27 cm ў | 


Ні 





sus Vase is made from a sheet of 


hammered silver and is unusual because of its 


‘itis the largest-known example of a precious 
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holds the Cospels aid Пах his hand 1 in 
blessing. The Apostles Peter and Т. 
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side 
| | | ards him, The 
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opposite, Linked by two archangels. The two la 
T : я s 
figures have been identified as John the B 


him, turned three-quarter fee tow 


| ары, 
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placed 
ir medallions to form a Інеуе is found quite 
frequently on liturcical objects of this ner 

| | у ; irgical objects of this period, such 
as chalices, reliquaries and censers, the stylistic 


the Gospels, Although this Чех of busis 


treatment af the busts on the Emesus Vase js ot 
remarkable quality and displays an undeniable 
mastery of technique. Particularly noteworthy is 
the individualisation of cach figure and the subtle 
handling of facial expressions. 

The function and origins of this exceptional 
piece remain an enigma, however, The smallness 
of the pouring spout, which is completely out 
of proportion with the size of the vase, the 
hypothetical presence of a handle, of which 
nothing but a few traces on the neck remain, 
and the vase^s unusually large dimensions = and 
thus its weight = make any functional use unlikely, | 
Rather than a liturgical vase intended to contain 
Eucharistic wine, perhaps the object should be 
seen as a luxurious gift donated by one of the 
faithful to а church in the context of the creation 
of a treasury. Nevertheless, the absence of an 
inscription that would usually commemorate such 
a generous gift is surprising, as is the lack of a 
stamp or hallmark, which makes manufacture 
in an imperial workshop unlikely. 
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‘Censer. 
Constantinople, 602-10 


Silver, diameter 10.9 em 
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This hexagonal censer, once suspended by three | 
chains now lost, rests on a foot-ring within which 
are five imperial control stamps of the Emperor 
Phokas (602- 10). The censer is decorated on its | 
six sides with bust portraits of Christ, flanked by | 
those of St Peter and St Paul, and of the Virgin, 
flanked by those of St John the Evangelist and 
St James. On other objects, the Virgin is often 
















flanked by archangels. A series of busts in 
medallions or single figures standing under 
arcades are more common as decoration ه٥‎ 
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were used to perfume both cult and 
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ing From the period, standing only б cm 
«ШУ 


igh Silver censes аге normally decorated with 
Christan gual 3۹ | | 

"This cense belongs to the first Cyprus 
пеачи whose ether objects are domestic, Within 
is overall context, the censer may represent the 
p of Christianised domestic object discussed 
ion to the serving plate (cat. 44) and bowl 
аша with it, or it may have been used 
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Silver pyxis with Christ, the Virgin 
and Archangels 
Еласт Medierrancan (Syria, Early Byzantine period, 
uxth вст century 
Silver with нщ, 7 © 9 cm 
threun ай Рим Arts, هسلا‎ ГЫЙ of عا‎ 1). әлгі Marge ВеВгайн im hamna 
a kîn j Hermmana, Jr Саган ні аламы Aut nigh ام‎ гак, айк» 
таць eee ышта апт, Мангу знаў, ma qq ре МП, Cirman, 
قر هلما‎ Kai dalam ічнай, рв 
This small spherical vessel (pyxis) was made by 
hammering а thin sheet of silver into the desired 
form and then polishing while spinning on a 
wheel, a standard technique of Syrian silversmiths. 
Four standing figures in relief, each accented with 
gilding, encircle the vessel. Flanking the Virgin 
and Christ are a pair of archangels dressed in 
military costumes, in the manner of court guards, 
and each holding a staff and an orb marked by a 
cross. Christ, long-haired and bearded, gestures in 
blessing with his right hand, while in his left he 
holds the Holy Gospels. The Virgin, who is rarely 
depicted on Early Byzantine silver, holds a disk- 
like object with a cross in her hands, similar to 
crossed disks found in sixth- and seventh-century 
paintings decorating Christian funerary chapels in 
Egypt (Thomas 2000, fig.go). This unusual object 
might symbolise the incarnation, referring to the 
virginal birth of Christ and reflecting the growing 
status of Mary as the Mother of God. 

The pyxis belongs in style and technique to 
а group of silver containers produced in Syria for 
well-to-do Christians living in this prosperous and 
stable region during the Early Byzantine period. 
^ lid, now lost, would have covered the vessel, 
Protecting its sacred contents, either incense used 
In the liturgy or perhaps a small piece of a saintly 
relic, Such objects served as votives, prayers made 
in the form of precious gifts to local churches and 
monasteries, entreating Christ and the Virgin to 
Act аз intercessors between the donors and the 
court of heaven. The excavation of a similar 
spherical silver reliquary at а site in modern-day 
Bulgaria (Minchev 2003, cat. 29, p.38) raises the 


possibility that portable containers made by 
Syrian craftsmen carried sac red relics across the 
Mediterranean 
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Medallion with the Virgin and Child, the Nativity, 
the Adoration and the Baptism and а ган 
chain 

Constantinople, lite зімі century 


СШ], diameter of redha онь 53 cm, 
тет of chain 32 5 ст 


ЦкинбБаякнт Среда, Мініна DE Буган (Сайтта, ни epi ie 1-2 
Pee loup пеш Kyrren Cyprus. اوا‎ | әгі рунан, حم‎ 
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٢ له‎ DC. рул 

لل rer‏ سه ده سپ وس سه ليه 
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гүй айт‏ د د Үзын нүй, нө дй. р pa, Тайна ет np. р нут. Кенет іңіш‏ 
اق ішін Garman Ийн, ppa а. Вона аата йе, ре‏ قا Bev ляти іва, p‏ 
Sekar n‏ ای مسا tart A, Debes d үйл ж rs‏ 
рр ۱٤ Мыл» Vail туну. mis iz‏ مه نه چو DiC qu а. Кат}. Loren‏ 
үр їе, іе‏ وه мр Ченішшет‏ وا ار ها ومع defi вето a‏ 
The obverse of this medallion shows the Virgin‏ 
and Child enthroned berween angels, with small‏ 
representations of the Nativity and the Adoration‏ 
beneath. Just inside the braided frame, an‏ 
inscription reads N(PICT)E О 86 9 /‏ 
BOHGICON HMIN (Christ, our God, help usi. The‏ 
reverse side narrates the Baptism of Christ. John‏ 
places his hand on Christ's head, as the dove of‏ 
the Spirit descendis and two angels approach with‏ 
towels, God's hand appears at the top, the iconic‏ 
counterpart to the inscription, + OYTOC ECTIN О‏ 
YEIOC MOY/ATATIITOC EN QEYAOKHCA (This‏ 
is my beloved son in whom І am well pleased;‏ 
Matthew m, 17). In the water below, two excited‏ 
male hgures emerge from shells while a third‏ 
reclines with an urn and waves a reed in‏ 
amazement. These figures are personificatioris of‏ 
the lor and the Dan (the two sources of the Jordan‏ 
River; Ross 1965, p.33) and the Sea, recalling a‏ 
verse їп the Psalms that Christians associated with‏ 
the Bapusm: "The sea saw it, and fled: Jordan was‏ 
driven back’ (Psalm схту, 3). The theme of divine‏ 
epiphany unites the two sides, God revealing‏ 
himself to the magi on the obverse, and to John‏ 
the Baptist on the reverse.‏ 

Surzygowski, who once owned this piece, 
thought it was produced in the region of 
Jerusalem, because the events occurred at 
pilgrimage sites in the Holy Land (Strzygowski 
1915, p.96). Considering the method of fabrication 
= и was struck like a coin rather than cast = and 
the Gonstantinopolitan origins of objects from the 
same archaeological context, Marvin Ross 
rcattributed it to the capital (Ross 1957). Ross went 
on to relate the style to coins minted by Maurice 
Tiberias (582 боз) and even the choice of the 
Baptism to the celebration of the baptism of 
Maurice's son and heir apparent Theodosios 
in 584 or 584- 


JOURN 40 


39 
Amutet 
*uxth or veil ceni 

Gold, diameter 145, cm 

Мая Манна ed Сыйкат, клин anl Санан Миен‏ سا 
سب موه муул ЖИТ ieee.‏ 

Bak‏ وو ورد هې ter ойн хел ve Д‏ لم 
وسورساما үк! үү, meh, Pu ۱) ағымын анд Сайа‏ ورم арори‏ 1 
The amulet is in the form ol a «тай dise, defined‏ 
by а Чип, slightly exergue band; One face is‏ 
decorated with а relief cross, the uneven arms of‏ 
which have faring ends, while the interstices are‏ 
filled wath icised schematic acanthus leaves, The‏ 
disc i$ surrounded by а eranulated border, at the‏ 
top of which ts attached a wide nng for hanging‏ 
the апе. On the other face is à mount‏ 
diameter 1.35 cm), defined by a very thin frame‏ 
of lapis lazuli, now broken into small pieces. Тһе‏ 
mount obviously held a precious stone or а‏ 
cameo, as in some of the known amulets of the‏ 
same type (see Spier 1987, nos 1, 2, 4, 5, б, p. 6, figs‏ 
iac, 2a-b, л, ga-b, 6a-b; Baldini Lippolis 1999,‏ 
р-144- no.&b, 6b.5, with bibliography). In amulet-‏ 
pendants like this one from the Krategos treasure,‏ 
the obverse has а precious stone or cameo, while‏ 
the reverse is decorated with a cross.‏ 
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A pair of gold earrings 

Constantinople 7), sixth or маст century 

Gold, length 7.5 ст 

Cupra Musrum. Numa. Depares ші бимирайна,, سه‎ нь ў дай 

raises هه ملسا‎ Dhara, sereni treasure, руе 

— و‎ [hihan infi, p 11, fies та, ін, Perses igi. p VL 

To cach plain gold loop are soldered four small 
rings, each supporting a pendant consisting of a 
fine loup-in-loop chain terminating in a pearl. 
These earrings are part of the two Lambousa 
treasures found in 1902, which in all give a picture 
of a household of significant luxury living outside 
Constantinople in the sixth or early seventh 
century. It is very likely diat the houschold was 
an imperial appointment to the island and 
formed part of the aristocracy of Constantinople. 
Alternatively, the treasure might indicate the 
possible environment of luxury that a provincial 
family on a prosperous island could enjoy. 
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41 
Chain ornament and coin 


Constantinople (7), sixil seventh centary 
Gold, length ай сіп 

ыя wall رتا‎ | 
кигу/кмамск Lamina ота. те - 
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варели гума ыла Диви go, бар ү. бахыла ام‎ беу ығы най. ра а, 
ің зак. Feral qi, (ві, рі. аага 


This gold chain is composed of loops connected to 
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each other with figure-of-eight-shaped links, 

At опе end is a leaf-shaped finial, which was 
probably suspended from an omament, but this 
was not found. The clasp on the other end docs 
not belong to the chain; it consists of a solidus of 
Justin П and Tiberios П struck in Constantinople 
in 578. This is another piece from the rich 
Lambousa treasure, which was collected together 
in a house in Lambousa in the carly seventh 
century and subsequently (perhaps in 653 or G54) 
buried for safekeeping; it was only recovered 

in 1902. 
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42 
Silver plate with cross 

Constantinople, brg- Rag jo 

Silver, diameter 365.8 em 

Сурта Момин, Sarnia, legemer ud Атімүшпен, mes ғо) anh 
Pomme هره رقلومد|‎ |Құт-ты нага, 

эник» REFILLS Dodd губи nsi. рг ۱18 Мұйынға зав! Мұраны که‎ 
р-н, fi an 

This large, flat silver plate has a mello cross at 
the centre, surrounded by a floral wreath. Found 
In 1962 ая part of the second Lambousa treasure, 
it is another piece that reveals the range of 
materials and luxury of this hidden treasure. 

The study and dating of Byzantine silver 
plates and their decoration was revolutionised in 
the course of the twentieth century, notably by the 
studies of Leonid Matsulevich in 1929 of the 
holdings of the State Hermitage Muscum, St 
(Cruikshank Dodd in London, who was greatly 
helped in her catalogue of silver stamps by the 
presence in London in 1958 of objects from Russia 
Jor the exhibition of Byzantine art at the Victoria 
finished in 1958 and published in 1961). This work 






























proved was no gradual ‘decline’ from. 
sical styles and workmanship in the Middle 
! n 


least seven stamps, some of which are very wom. 
This suggests that it was stamped on (wo separate 
occasions, perhaps because it was sent back to the 
workshop for re-authentication, possibly duce toa 
change in ownership. The stamps show that it 
belongs in the reign of Herakleios, 
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Silver plate with cruciform monogram 
Conaannmple, baa po 
Silver, diameter 44:2 ст 
Oppa Микена, Niria, egrim sil Матвеіч. die. ана. 455, 
раманс [аенын | Күгсама Dinari, cipes 
HT tierce (ка ини, раз pp, үз او‎ Вань ағай Sty ome: وتوا‎ 
pan. fen 
This large silver plate has a central wreath of 
leaves and а monogram in niello framed by two 
gilded bands. И is another piece from the second 
Lambousa treasure. Date stamps on the reverse 
date it to the reign of Phokas (602-10). The 
stamps include the name of Athanasios, who was 
comes sacrarum langtionum up to боз, when he was 
killed by Phokas. This official, the Master of the 
Sacred Largesse, was in charge of the imperial 
finances. He controlled all the mints, and was 
responsible for collecting taxes and customs duties, 
and supervised state factories, trade and mines, 
budgets for the civil service and the army, and 
supplied all uniforms. The title dates from the 
sixth century and tenure of the office was 
(prudently) kept short, to two or at most three 
years. The system of silver stamps lapsed from the 
middle of the seventh century, as also, apparently, 
did the organisation of the treasury in this form. 
One problem in interpreting silver with date 
stamps from Constantinople is whether all such 
stamped pieces were taken to workshops in other 
parts of the empire, such as the cities of Asia 
this plate, asin others, the relief decoration was 
carried out after the stamps فد‎ had been applied 
(they are in part obliterated by this decoration), 
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(579 Ва), This plate forms part of i] 
treasure Found at the сэх! of the nin 
: Гог), 
а censer (Cal. gh) amd а bowl (cat, 45), 
This type of silver plate with а small centraj 
cross егэ from a church paten, whie В has à flat 
Inner surface, sloping vertical walls and а lange 
engraved central cross, usually surrounded by 
an ecclesiastical dedic atory inscription, This ше 
belongs ما‎ the largest category of domestic silver 
namely serving or dinner plates made in three | 
general sizes (large, medium, as here, and ята), 
The central ornament on this type of plate varies, 
and can be а monogram, a cross, à гозсие or 
other motif. The cross motif may be viewed ах а 
Christian element introduced into the domestic | 
sphere where it is also seen on other objects of 
everyday use (Engemann 1972). In its present 
position, the cross can also be compared to the 
owner's cruciform monogram, which, for 
cxample, adorns other plates. Serving plates 
occur frequently in domestic silver treasures 
within the empire and have often been found 
singly outside it. 
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45 | 
Bowl with portrait of a saint | 
‘Tarsus (7), 541-751 | 
Silver, mello inlay, diameter 24.4 cm 5 
The Traaecs of the Їнэн Museum, Londen, урд 0425 а 
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The bowl stands on a flaring foot and has an 
upper horizontal rim ornamented in relief, Inside - 
the bowl is decorated with a half-length portrait | 
of a saint encircled by a nicllo-inlaid frieze of — 
overlapping circles between two wave patterns. _ 
Underneath the bowl, inside the foot-ring, are five 
imperial control stamps of Constans II (641~ 68), 
parently applied at Tarsus. 4 
2 Тһе nimbed saint holds a cross in his right 
hand. He is beardless and has tightly curled hair. 
He wears a tunic and chlamys, the latter held 
by а cross-bow fibula. Around his neck is the — 
manakin, the torque of the palace guard. The | 
saint portrayed is often identified as Sergios, | 
‘The bowl lacks any inscription either identifying 
the saint or dedicating theobjectisell toa — 
Alexandria by Eutropius. One, inscribed with his 
ne, he offered to the Church of St Menas 
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Mommy panel with the portrait of a woman 
Hawara, 55^ 79 | 
Касан ап И panel ol limewood, 40,5 ж $24 cm 
пъ ГЕРЕС Ин Али Abu aan, енен, 8А зілі 


: (р төлегені niti : 
цэрний лэн wa [immi түү, нө qi. ре жақ Таныг لا‎ ин), гарга 
күн 


m labo Қ, = 11.1۳ ١٢ d 

This is a portrait of à woman living in Roman 
Egypt and is naturalistic in style = but that does 
not mean it must be à "realistic! likeness of a sitter 
rather than а conventional portrait type. She 
wrars gold ball earrings, a gold chain with a 
perdant crescent and (originally) ап ornamental 
chain across her hair ~ all jewellery familiar from 
portraits of the third quarter of the first century. 
Her face fills the panel and her eyes are large 

and rounded with arched eyebrows. 

Traces of mummy wrappings at the arched 
upper COTES demonstrate that the panel Wis 
designed to be inserted into à mummy containing 
ler embalmed body. This is one of the earliest in 
date of around 500 portraits excavated in pits al 
cemeteries іп Hawara (south-east Fayurn). They 
represent the better-off among the Greck-speaking 
men and women who lived and died there, and 
who adopted Egyptian funeral practices. The 
panels are painted, using ейһег wax encaustic 
(ая in this case) or еди tempera. 

Such panels from Roman Egypt are often 
regarded as the source of the Byzantine icon, and 
there are clear connections in style between these 
portraits and early icons (such as cats 47, 313, 314). 
But the evidence is that panel paintings of humans 
and pagan gods were made all around the 
Mediterranean, both for domestic and sacred 
display, and that, in the wall paintings of the 
houses of Pompeii, portraiture was included 
among the imagery, The development of the icon 
emerges from the practices of Greco-Roman art 
rather than simply the funerary practices of Egypt 
(the production of Fayum portraits stopped in the 
mid-third century), The evidence of icons from 
the Monastery of St Catherine at Sinai is that 
cncaustic continued in use until the eighth 
ys but was then almost entirely abandoned 
the skills of encaustic painting were perhaps the 
Casualties of iconoclasm). 
вом C CRM Аг. 
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leon with Virgin and Child 
Rome tr Constuntincyale, ағаш (ун 
Maint on clin, dey و‎ 17. rm 

Wanda a نه‎ Марыа Мань مه‎ Манве Гайне Нняы 


аа و سه‎ Berl iia [ie Мале гаруй, : reina, тиз т® 


ны ІНІМ Анал: най ЫЫ тару. Bresdi ачаг, Вык M 


The icon is а fragment of what may originally 
have been а monumental image of the Virgin and 
Child, perhaps 240 ст high and B5 cm in width. 
Examples of such standing figures of the Virgin 
are found in the Rabbula Gospels (painted in 
Syria іп 586) or the seventh-century mosaic apse 
at Kiti, Cyprus. The right hand of the Virgin 

is gilded, according to a devotional practice 
which is also found in sixth-century mosaics at 
St Demetrios at Thessaloniki and, slighty later, 
іп Durrës (Cormack 1985, p.84), as well as in 
the Haghiosoritissa icon from the Monasterium 
tempuli in Rome. As а work from the city of 
Rome when the capital of the ‘Roman Empire’ 
was Constantinople, it hardly makes sense to 
establish whether this icon is ‘Roman’ or 
"Byzantine", as it is perfectly aligned with the 
relimosity of its times. For lack of positive 
comparisons, style cannot answer the question, 
even if at least the monumentality of this icon, 
as well as of the earlier sixth-century Madonna 
from Santa Maria Antiqua (now in Santa 
Francesca Romana), seems a specific character 
of the Roman images, unchallenged in 
Constantinople (but see Brenk 2003). 

More certain is the function of this 
monumental icon. It was made for worship 
in the newly converted Pantheon at Rome. 
Previously a temple built by Hadrian in honour 
‘of all the gods’, the Pantheon was reconsecrated 
around 610 as à church dedicated to the ‘ever- 
virgin Mary and all the martyrs’. This information 
comes from the life of Pope Boniface IV (608-15) 
in the Liber Pontificalis, which records that he asked 
the Emperor Phokas (602-10) for the temple and 
that the emperor presented many gifts to the new 
church (The Book of the Pontifi [Liber Pontificalis], 
translated with an introduction by Raymond 
Davis, Liverpool, 1989, p.64). The conversion 
of the Pantheon is also recorded by Bede: “After 
Boniface had expelled every abomination from it, 
he made a church of it dedicated to the Holy 
Mother of God and all the martyrs of Christ, so 
that, when the multitudes of devils had been 
driven out, it might serve as a shrine for a 
multitude of saints’ (Ecclesiastical History of the 
English People, Oxford, 1994, vol.2, p.4). 

It із very likely that the Christianisation of the 
Pantheon was sealed by the presence of the icon, 
while its origins may either point to an import 
from Constantinople (as a gift from the emperor) 
or to Rome. It dates therefore between 608 and 


610 (though for а date in 613 see De Blaauw 1994). 
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Silk with the Annunciation 

упа (M, г Шон 

Serge silk in tive colours, 44,6 я 68-7 em 

Warran eorum, Могила Cay, وا‎ кө бєєр 

Feces e ger هسو‎ 44 Миг Әлен Жакин! ін інг Larran, Rame 
88111 131۶ 8119 وق‎ wp) “ем Угий vlla, rna و‎ р піва (АЁ 1٧۳ هههممه‎ Viena 
тың, рраш p, dia, gg 0 rmm 

This piece of fabric, with a few others of the same 
provenance, are all that remain of the fabulous 
mits in silk and other luxury fabrics presented to 
the churches of Rome by the series of papes who 
were born in the Eastern Mediterranean in the 
seventh and eighth centuries. One surviving 
fragment bears the identical composition twice, 
an Annunciation between rotae superimposed and 
joined by knots, linked together by stylised plant 
elements, With its companion piece, decorated 
with a Nativity, it probably constituted a single 
piece of clothing; they were discovered with other 
similar examples in the Treasury of the Sancta 
Sanctorum in the Lateran іп 1905. Ac the time of 
discovery, the fabric bearing the Annunciation 
was covering the inside of the silver casket, now 
also in the Museo Cristiano, and identified with 
the reliquary containing the sandalia id لم‎ 
calciamenta Domim номт Tesu Christi mentioned in 
the sources (Giovanni Diacono, De ecclesia Sancti 
Laurenti in palato, іп Lauer 1906, pp.28— 9; sec 
Grisar 1907, pp.136— 3, 177—0), 

The silks show the influence of Byzantium. 
Seated on a richly jewelled throne, covered by a 
pearl-encrusted cushion, Mary is busy spinning 
the purple wool from which the veil of the Temple 
will be woven. The fabric decorated with the 
Annunciation and из twin with the Nativity have 
been the subjects of heated debate regarding the 
date and the stylistic area to which they belong. 
Alexandria or Syria or Constantinople are most 
often proposed, with dates fluctuating between the 
sixth and the ninth centuries. But historical and 
stylistic considerations веетп to lead the place of 
manufacture back to Syria: evidence in the Liber 
Pontyicalis relating to the papacy of Leo Ш (795- 
816) relates how this pope presented a piece of 
cloth with identical characteristics to the Basilica 
of Sant'Apollinare in Classe in Ravenna: Aabentem 
іл medio crucem de chrisoclabo cum orbiculis et rotas siricas 
habentes stories Adnuntiahone seu Natale Domim nostri 
lesu Christi (Liber Pontificalis 1955, П, pp.31—2, 
no.420). The years to which the testimony of the 
Liber Pontificalis relates are the same as the years of 
the foundation and first formation of the Lateran 
Treasury, so it is likely that the fabrics were woven 
at a simular date and the various fragments were 
placed inside the reliquaries in which they were 
found at the same time. 

MUDO 657 
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Gospel according to St Matthew, folia rov 
Syria ог Palestine, second half of sixth century 
Manuscript on parchment, yo ж 25 ст 
ВЫ ане пабктаг de France, Paris, suppl تنا‎ аі 
موس و‎ ха ўкі مدا‎ тері А.А 
Мон ЧЁ м/м, inc au. Parks ин, rci, ديم‎ У іса quss, үзү. Hy و‎ 
The 43 folios known as the ‘Codex Sinopensis 
were acquired in the town of Sinop on the shores 
of the Black Sea by a French officer at the end of 
the nineteenth century, They contain fragments 
of St Matthew's Gospel written in gold ink on 
purple parchment. Five of the folios bear 
miniature paintings al the bottom of the page; 
these are placed in the space allotted in the non- 
illustrated pages to the last line of the text and the 
lower edge of the page. They depict Herod's feast, 
and four miracles of Jesus, including the first and 
second miracle of the loaves and fishes, the 
healing of the two blind men of Jericho and 
the miracle of the withered fig tree. Each scene is 
framed by two characters from the Old Testament 
unfurling a scroll in front of them. On cach scroll 
is inscribed the Old Testament text relating to the 
cpisode represented. 

There is no direct evidence that would 
allow us to date the execution of this luxurious 
manuscript with any certainty, or to guess where 
it was made, It i$ possible nevertheless to suggest 
comparisons with two other illustrated Greck 
biblical manuscripts executed on purple 
parchment, The placing of the miniature 
paintings in а band across the whole width of the 
page recalls the presentation of the miniatures in 
the Vienna Genesis. The emphatic representation: 
of biblical figures can also be found in the Codex 
purpureus Rossanensis (the Gospels of $t Matthew 
and St Mark) in which most of the New 
‘Testament scenes are introduced by four figures 


rase le ibaa 


J 


the margins of the pages it has 204) miniatures 
on 159 folios. The text was originally written in 
ипстаК (majuscule) with 23 lines to a page and 
with liturgical headings that have been identilied 
as correct for the services of St Sophia at 
Constantinople; by the pwellih century most of the 
text had faded and was overwritten in minuscules, 

Ani immense 34 ol abelian wis 
given to the illustrations, which are like a visual 
commentary on the psalms, sometimes literal, 
sometimes highly evocative. A number of the 
illustrations allude directly to iconoclasm, and 
since they refer to the triumph of the iconophiles, 
they are best dated to the years immediately after 
843. Various suggestions have been made about 
possible sponsors of this well-used manuscript, the 
most favoured candidates both being Patriarchs of 
Constantinople, Methodios (843 747) or Photios 
(858—67 and 877- 86). According to a note in the 
manuscript, it was on the island of Chalce, near 
Constantinople, in 1648. 

Folios 660 and (377 give a prime example 
of the principles followed by the designer of the 
book. On the left page, verse 18 (17) of Psalm 
іхут {LXIX} 15 highlighted with a blue marker: 
‘Hide not your face from your servant; for I am 
in distress, make haste to answer me.” This is 
interpreted as a reference to Christ, who is shown 
(also with a marker) praying in the Garden of 
Gethsemane before his arrest (the reference is 
clinched with a label in Greek (on the Passion of 
the Lord). On the right page the text marker is to 
verse 22 (21): "They gave me gall and vinegar.’ 
This is illustrated with the Crucifixion and Christ's 
persecutors (the inscription says, ‘they mixed 
vinegar and gall’), This image is then glossed with 
a second one, ‘Iconoclasts mixed water and lime 
on his face’, The figure whitewashing an icon of 
Christ isin the portrait type of the iconoclast 
patriarch John the Grammarian (837—453). The 
moral is that iconoclasts are as evil as those who. 
taunted Christ on the Cross, a piece of strong 
visual polemic. 


ORIS een 


believed. to be the True Cross were housed i in 
Constantinople. Pieces of the Cross were given n 


elaborate box-like containers, such as this one. | of 


йл box displays Christ on the Cross wearing the 
full-length garment (colobion) found in early 


= 


makes the case for Theodore being also the ; 


arti 
The nim of this luxury book with qus Mi list, 


ures 
and lavish use of gold was to promote the 


monastery, its Famous ieonophile Аны 
Theodore the Studite (759 Вэб and iis presen 
abbot Michael too. Directly, or through a Copy of 
it, the designer of the psalter knew the 


miniature 
of the Kliludoy Psalter feat, 50) 


(апа often ad арі 
its miniatures, while adding many more im 


а 
of monastic saints and implying through his ges 
prominence that Theodore the Studite Was 
the prime mover against iconoclasm, 

The opening on folios 87v and BBr shows 
its reuse of the visual commentary found in the 
Khiudow Psalter at Psalm хуш (xix), On the 
left, verse 22 (21), 


"Fhey gave me gall for my food, 
and for my thirst they gave me vinegar to drink’, 
is illustrated with the Crucifixion, The facing page 
has two iconoclasts in action as the mirror image, 
The text is verse 26 (27): "because they persecuted 
him whom you have smitten; and they have 
added to the grief of my wounds". Below this 
polemical picture is another one of iconoclasts, 
shown as simoniacs (open to bribery and 
corruption like Simon Magus in the Gospels), 
Their text 18 verse 27 (28): ‘Let them be blotted out 
of the book of the living: let them not be enrolled 
among the righteous.’ 

This imagery shows that even two centuries 
after the end of iconoclasm its trauma was recalled 
lor the monks of the Stoudios monastery as a case 
where Orthodoxy had triumphed over heresy. 1 
The twist in the story here is that monks are given 
a major role in the struggle, as is also the case in کت‎ 
the British Museum icon with the Triumph of 
Orthodoxy (cat. 57). 


RONIN CORMACK 
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The Fieschi-Morgan staurotheke 


Constantinople (7), early ninth century 80: 
Cloisonné enamel, silver, silver-gilt, дзік], niéllo, 10.3 x 7.4 087 


Lent by the Menden Museum of An, Мєн Уен. Гай of]. іа. 
үнс x itai Хай) تصعصوما چېا‎ 1١ ako Fieschi, d. cns 
куы: Dx е trolly wh {к aene froen سا‎ Cirunades; 5 


Бүрэн лешти И илай ва iler relie to the Снима nf була 
Вихрен ме | тсс са 


jo d ш; 9, ween the йат! хити а раге chu 
wpa Se ert pum Telling: void Бу her, спа, 
collection of Freiherr al]. 


Morgan [ww Dalton MM ча Williamina TIN пр. ag qal هم"‎ 
epu Moenia New Vik 7 
ME MET "dien ал) Williamson и, اوه ې‎ 7% Abe қ 


Fraser; ممماسلا‎ аба, pp 18 

eiu‏ و شه 
Kirin aja‏ 

From the time of the Byzantine emperor 

Herakleios (бто = 41), the remains of what was 

the most valuable of imperial gifts, often housed in 


Elaborately worked in cloisonné enamel, the lid: 


of mourning, 





ol the {н хэ. Fo [ич sudes Mary and 
ае” 


қ bo then басе m а gesture 
li i aper al hand 
Jolin с: ac 


ahn xix, 26-7 is inscribed around 


auyeseven busts ol varied saints 
Cross, Twe 


ar on the па 
م.‎ ol the lid four scenes of the life of 


ihe 

appe 

icdersurta 

Christ (е 177 uon, the М; уу, the 
І 


Crue іх jon 
Ho, The mterior ol the box houses а cross- 


and sides of the box. On the 


and the Anastasis — аге workec in 


nic 
haped container for the relic with the remaining 
shi 
ace possibly meani во contain other relics. 
ч" 


The patterns on the base resemble а book cover, 
possibly a reference to the Gospels ihat contain 
the story of the Crucifixion. The whole is а 


vestament to the promise of salvation through 


Christ and his sacrifice. 

The reliquary's date and place of origin have 
been extensively debated. At one time thought 
io be an early work from Jerusalem (summary by 
VLE. Frazer іп New York 1979, pp.634— 6), the 
reliquary is now dated to the early ninth century 
and argued to be from Constantinople ( Kartsonis 
1986, pp.g4- 125; Mathews in New York 1997, 
p.74; Mietke in Hildesheim 1998, pp-49-55 155; 
Evans, Holcomb and Hallman 2001, p. 39; Klein 
жима, p. tog). The enamel work has been 
recognised as unusual for Byzantium at this date 
and thus possibly the work of a foreigner from the 
West (Buckton 1982; Kartsonis 1986, pp. ив, 123; 
Buckton 1988, pp. 242 4). What is certain is that 
the relic, originally the most important aspect of 
the whole, must have come from Constantinople. 
As seen in other examples, such as the tenth- 
century Vatican staurotheke and the later Morgan 
triptych, True Cross relics were usually provided 
with containers in Constantinople even if these 
were elaborated elsewhere (see New York 1997, 
10.35, рр.76- 7 [A. Weyl Carr] and no. 301, 
рр-461-4 [W.Voelkle]). 


HELIN с. EVARA 
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Pectoral reliquary cross 


Probably Constantinople, second half of ninth 
or tenth century 


Gold, niello, wond, total height 7.2 em; outermost cross 
4-2 к 3-2 ст, internal cross 4 x j cm; innermost cross 
(the relic) 9.9 x 2, 7 спа 


one. Т Areharological Insine arid Museum, Bulgarian Academy of Science 


TROVESANCE: Руса, capital of the first Bulgarian рана, seventh in nimh 
vary لسا‎ ۱١ bug deri سمووسمی‎ im the момите اه هنو‎ s تفم‎ walh 


"сти жегеніне: Donchevi-eüua 197%; Rome anc, 00-35. AS 


This reliquary is composed of three crosses 
inserted into one another, Two are golden and 
Опе wooden with the relic mounted on it. 
Miniature scenes executed in niello decorate 
both golden crosses; "The external cross bears 
seven Christological scenes: front, above, the 
Annunciation; left, the Nativity; right, the 
Presentation in the Temple; below, the Baptism; 


centre, the Transfiguration; reverse, above, Christ 
enthroned within a пен in supported by four 
angels; below, the Anastasis over the horizontal 
arm, the Asc епянт wih the Virgin Mary anc the 
twelve: Apostles, The іп riptions read: front, 
above, "Ave"; left, ‘Nativity’. 

The internal cross features the Crucifixion 
and the Holy Virgin: front, Christ on the (TOSS, 
with the Virgin Mary and St John the Evangelist 
on each side, the tablet with Christ's monograrm, 
the sun and the moon. The cross rises above 
Golgotha with the skull of Adam. On the reverse 
can be seen the Virgin Nicopois (Bringer of 
Victory), surrounded by the holy bishops within 
medallions: St John Chrysostom, 5t Gregory 
the Theologian, 8t Nicholas and St Basil. The 
inscriptions read: front, ‘Jesus Christ; below His 
shoulders - Here is thy Son, Here is thy Mother’; 
below, ‘Place of the Skull’: reverse, at both sides of 
Virgin Mary, ‘the Holy Mother of God’; vertical 
arm, above, ‘Chrysostom’; below, ‘Basil’; left, 
‘Nicholas’. All the inscriptions are in Greek. 

The relic itself, perhaps coming from Golgotha, 
lies below an opening in the innermost cross. 

The Pliska reliquary seems to be a product 
of a workshop in Constantinople, И probably 
came to Bulgaria as a royal gift after the 
conversion of the Bulgarians to Christianity in 
Вед. Two more masterpieces associated with the 
загас skilful hanciwork are known: the Fieschi- 
Morgan staurotheke in the Metropolitan Museum 
in New York (cat. 52) and the silver cross of 
Vicopisano (see Biehl 1010—12). 


КАТТА MELAMED 
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The Beresford Hope Cross 
Byzantium, second half of the ninth century 


Gold cloisonné enamel mounted on silver gilt, 
B.7 x 5.8 x 1.8 cm 
Virama жәні Alberi Muscum, London, riisi : 
FROVERANCH. | Пытае Collectine: Boresiond Hope (Collection; bought 
bey ike Verona аан! Albert arm, Laden, iB. 
mac series: Lahare 187, يچ مالک حم‎ Kandal “ву pp rmi. 
Баз. n sy (German тане отв 
мае ао м dede a Қолы; Wessel da tie тай Campbell туй. وام‎ pl. sc 
London. ft, рр-184, 147, рл (ML Û Егалетт London таны, no. 141 (TE Вик васат) 
The Beresford Hope Cross is а silver-gilt pectoral 
cross, hinged to open, with a cruciform gold 
cloisonné enamel plaque mounted on either face. 
The front depicts Christ crucified between 
half-figures of the Mother of God and St John the 
Evangelist. Above these figures are the sun and a 
crescent moon, while below them is Adam's skull, 
signifying Golgotha. On either side of the skull is 
an empty triangular setting; there is considerable 
damage to this half of the cross. Clumsy Greek 
inscriptions in gold strip set on edge in Ше спапасі 
represent the conventional abbreviation for 
‘Jesus Christ! and Christ's words from the Cross: 
‘Behold your sont... Behold your mother!” 


The back of the cross shows the Mother 
of God full-length in an attitude of prayer and 
surrounded Бу the busts of different saints - John 
the Baptist (at the top), Peter (го the left), Andrew 
(io the right) and Paul (below), all identified by 
imsenptions, 

The backgrounds against which the figures 
appear are translucent green, typical of the first 
phase of Byzantine cloisonne enamelling = from 
the end of iconoclasm in 843 to around the middle 
of the tenth century, The figure-drawing and the 
enamelling are not very competent, possibly 
suggesting manufacture early on in this penod. 
Enamel is coloured glass: when heated to its 
melting-point, glass bonds with metal to form a 
laminate. In cloisonné enamelling, the composite 
surface of glass and gold strip is then finished by 
grinding and polishing. 

Made to contain a relic, almost certainly 
a sliver of the True Cross, the Beresford Hope 
Cross would have been worn on a chain around 
the neck. 


DAVID BUCKTON 


551729 

Group of Byzantine coins 

Thr Barber lesse al Fone Ara, Birmingham. Піе Wey Barber مه‎ 
Са навай 


reo نيو لقا‎ арт zi алд 55-24 form part olf ihe T^ 
D ining Caller Cam зру а, 954-5 аг نې‎ [arm part of dhe (1. Нашыя 
СаШестина. Cat واد ې‎ fees pan اه‎ ibe Bej Collection of l'alaslingarr vrina. 


55.1 
Зайди of Constantine І (303—37), 75 


Mim of Nicomedia, 335 

Gold, diameter 2-1 cm 

Über: Constantine І with diadem 

Reese Victory on a shield held by Genius. 
VICTORIACONSTANTINIAVG (the Victory of Constantine, 
Augustus; SMINC 


55-2 

Follis of Constantine І (307—37), R3079 
Mint of Constantinople, 130 - 45 

Bronze, diameter 1.9 cm 


Übcerse- helmeted female bust. VRBS ROMA (City of Rome). 
Ree she-wolf suckling Romulus and Remus; CONSE 


55-3 
Solidus of Constans [337— 50), R3434 


Mint of Thessalomila, 2397-40 

Gold, diameter 2.2 cm 

Офсет bust له‎ Conan FLIVLCON STANS РЕАМО 
(Flavius Julius Constans Augustus, the Prous, the Forunate) 
Кете; Victory with spear, trophy and palm branch. 
VICTORIA DDNNAVGG; TES | 


55-4 


Follis af Constantius II (337- 61), R3338 


Mint of Trier, 350—53 
Copper, diameter 2.3 cm 
Olver bust of Constantius П. DNCONSTAN TIVSPFAVG 


CATALOGUE ENTRIES 53—55:4 391 





Ree X PiCh-Rho Wanked by A and ШІ, 
SALVSAVGNOSTRI: TRS 


55-5 
Sour o£ Valentinian IT (375 - 92), 18155 


Mint of Constantinople, 383- 88 

Gold, diameter 2 cm 

Obere bow of Valentinian ЇЇ. DNVALENTINI АМУЗРРАЎС 
Ferri: personification of Consrantinople. CONCORDI 
ААУСССЕ, СОМОН 


55.6 
Solidus of Anastasios І (491—518), во 


Mint of Constantinople 

Gold, diameter 2 ст 

mi bust of Anastasies І. DNANASTASIVSPERPAVC 
Rami Victory with long, jewelled cross. VICTORI 
AAVCCCI; CONOB 


55-7 
Solis of Justinian І (527 - 65), 586 


Mint of Constantinople, 545 - 65, 

Gold, diameter 2.2 ст 

homie bust of Justinian | holding سطاع‎ стъгунт and شاع فل‎ 
DNTVSTINI ANVSPPAV] 

Keene angel Їнэ шд gabus cruciger and Chiristogram-topprd 
tall VICTOR AAVOCCS: CONDE 


55.8 
Solidus of Justin П (565-78), виза 


Mint of Constantinapbe 

Gold, diameter 2 cm 

Ошту: bust of Justin П holding globe topped by Victory 
and име. DNIVSTI NVSPPAVI 

Канти seated personification of Constantinople, holding 
spear and дай спы”. VICTORI AACCCA; СОМОН 


55-9 
Solidus of Phokas (bo2—10), 52423 


Mint of Constantinople, бол 

Gold, diameter 2.2 cm 

Ghee bust of Pholas holding тазы cree, 5 cloth waved 
by the coms! to start games іп circus, and а cross, ONFOCAE 
PERPAVC 

Кат: angel holding Chrsiigram-tepped long wall and гізін 
eua, VICTORLAAVCCE СОМОВ 


55.10 
Solidus of Herakleios (Gro —41), 2881 


Mint of Constantriople, б29 31 

Gold, diarmeier 2:2 cm 

ome busts of Herakleios and Herakleios Constantine; small 
cross between DDNNHERACLIUSETHERACONSTPPAV 
four Lords Herakleios and Heraklcios Constantine, Ай 
Каша cross potent on baye and three seps. VICTORIA 
AVGUG; соков 


55.1 
Salidus of Justinian II (first reign 685-95), 14381 


Mint of Constantinople, 692 = ба, 

Gold, damer а qm ; 

beers: bust of Christ, right hand raised іп blessing, left 
[Jesus Christ, Ruler of those who miley "٢ ЭРЭ” 
Кетпе Машид figure of Justinian EI, holding cross potent on 
steps صا‎ right hand, and akatia (silk roll of dust, held by 


CATALOGUE ENTRIES 55.5 55:24 


emperor «шеті 1۱11111119 فا‎ тети мала al phas апе ol 
fifi) in hus ей. 131105۱٧۱۸١ USSERUCHRKISTI (hun Lond 


Justinian, Sera ed Curio ай е ші, Aerial) CONC 


RR. IO 
204% 
Зоран of амлан П (second reign 70511), 14/33 


Мин of Consi e 

(10141, ۲۱13117 24111 

Doe жээ ol Сы, гав нцы Інген, exilis lui] гах 1 
blessing, left Їн ин the Сер нюк. DSIHSCHSREX 
REGNANTIUM 

Heros цапы П иь! aod абм sen Tiberis из right; 
iriver them cns potent on niece and bs че» 
DNIUSTINIAN USETTIBERILISPPA (Chu Lords Justinian 


aid Tiberis, Анти! 


БЕ 19 
55-15 
Solidus of Leo IV (735 80), 84584 


Mint of Gonstantinaple, 776 = 78 

Сима, diameter z cm 

Ober busts of Leo IV to left and Constantine VI to righi, 
Coss between them 
LEONVSSESSONCONSTANTINOSONEO (Lea and 
Cotetianting the Young) 

Rame bun of Leo ЦІ та Їей and Constantine У to nghi 
Cree between them, LEONPAP'CONSTANTINOSPATHR 
(Leo Coraridkather anc Consantine Father) 


55.14 
Solidus of Irene (797 809), n4609 


Mind of Constantinople 

Geld, diameter 2 ста 

amê bust of Irene, holding elder mingr in right hand and 
cross серы in left. EIRINH BASILISSH (Irene, Queen) 
Rame аз obverse. “ЕІКІМН BASILISSHG (Irene, Queen) 


55-15 
Solidus of Michael III (B42— 67), B4744 


Mint of Constantinople, Baz ұл (2) 

Сай, diameter 2.1 спі 

Сеты bust of Theodora holding лібе emrige іп right hand 
and cross scepire in left. + ЕП RASESPVNS (Theodora, 
Despoina) 

Revere: three-quarter figures of Michael II holding globus 
спале to left and Бая sister Thekla to right, holding long 
patriarchal cross. “МЇХАН! 56) ECLA (Michael and Thekla) 


55-16 
Solidus of Michael Ш (B42—67), 54745 


Mint of Constantinople, 843 (77:59 

Gold, diameter 2 cm 

Cheese: bust of Christ with cross behind head, raising hand іп 
blessing and holding the Gospel-book. ЇН8Ч8Х RISTOS 
[Jesus Chris) 

Ames buss of Michael ПІ to left, and Theodora to right 
+MIXAHL SGE ОдОВА (Michael and Theodora) 


55-17 

Sulidus of Leo VT (896—912), 14807 

Mint of Constantinople, 888 quB 

Gold, diameter 1.9 ст 

ome bust of Virgin Crans +МАВТА + and MR ӨЧ 
(Mother of God) 

Катты: bust of Leo VI holding globe surmounted Бу 
patriarchal cross: LEONENCRISTOBASILEHSROMEON 
(Leo, in Christ Emperor af the Romans) 


58. 18 


Solid of Romanos Û Lekapenos (сусу Ht 
4 1 h 


co-emperor with Constance VII 


lP'orplsyrogennetos [soli rule 045 - 5o) ішің» 


Мин ol Cmstantimiple, qii 41 
(roll, diameter 211 

Oben Chris with газа ги nimbus, seated өп уте 7” 
111111017, Таты] ганач! Д һки, amd цн єсєн Сонра 
ННАХРАКЕХ КЕМАМТЇУМ ! 
Beers bust ed Romine а bet and Ghiristophi 


қ ; Tle night 
holding чата ый cross between tern = 


ROMAN ETXPISTOFO AGGL Romanes аги! 


Стах " ет, Augusta! 


5519 
Sifir of Constantine VIT Porpliyrogenn 
rule 945-59], 14855A 


Clos (sole 


Мин of Gonstanimnaple, 047 

Gold, diameter 2 cmi 

Chom: bust of Christ with cruciform nimbus, land raised in 
blessing, and holding the Gospel-book. 
*IHSXPSREXREGNANTIUM 

املع міні of Constantine VIT, holding in right Бан‏ ار 
ounce topped by patriarchal cross. CONSTAN T^ АМТ CRA‏ 
ТЕ (Constantine, Emperor of the Romans) i‏ 


55.20 
Histamenon of John I (969 76), 849544 


Mint of Constantinople 

Gold, diameter 2:3 cm 

Obere: bust of Chri Pantokrator with cross nimbus, hand 
raised in blessing and holding Gospels. «IHSXISREXR 
EGNANTINM 

wese John 1, bolding pobe, is blessed by the Virgin, and 
crowned by Манш Det (he Hand of God). 

«ВЕОТОС ВОН 1003583۳ (Mother of Curl ані John 


Despot) 


55.21 
Histamenon of Basil П (976- 1025), 84969 


Mint of Constannaple, ghy [F romi 

Gold, diameter 2.4 cm 

Übeerse: іше له‎ Christ with crow nimbus, right hand raised in 
blewang, left resting on the Gospel-book. | 
*IHSXISREXREGNANTIUM 

Reeve busts of Basil П to left, and Constantine ҮШ to right, 

holding between them patriarchal cross crosalet. 
4BASILCCONSTANTIBR (Basi! anc Constantine Emperors 

of the Romans) 


55.22 
Histamenon of Romanos IV (1068 —71), n5423 


Mint of Constantinople 

Самі, diameter 2.7 ста | ! 
Übherse: three brothers stand on cushions: Constantine (ЕЙ) 

and Andronikos (right) hold globus creer and абаа and 

Michael VII (centre), labarum and аблбіш КОМ МХ ANA 

fame Christ crowns Romanos IV to lefi and Eudokia 19 

right, each carrying globur هوې‎ +POOMANS EVAKTIIM ın 

the left and right; IC XC in field 4 


55.24 
Trachy of Manuel І Komnenos (1437 80), ву?! 


Mint nf Thessaloniki 

Electrum (alloy of gold and silver), diameter 3.3 crm : 
Офсет: the Virgin holds a medallion with the Christ Child ۷ 
her lap. MP OV қ 
Reverie: standing figures of Manuel T to lelt, holding аши, AP 
5t Demetros to right, holding between them а labarum. 


МОНА AEC Мані, күн АН ГГ 
MA 23 


| eiat rs 


55:24 


Hype pan ud 


«qam iani 


Isaac Ш Angelas (131850), ва 


хаг о Con | 
«ішітігісі £ ШЕП 


би, ре Митин Їн dels аве niece: См Сш из her Lap 


TT 
Mp eV 

Шатты Іа |! 
changer Ми1 
СЛАКЮС (саас | 


ves deft holding Lalani: Їнэн с epe, and 
wel bo right, both Їнэ да sword between them 


VOX AFP MX Аг шшш Мийыг! 


IHyperpyran of Michael ҮШІ Palaiologos (1259 Ва), 


німі 
Мий ol (Consannnople, i261 Ка 
Hekk diameter 24 cm 


leer: hall fugare of the Virgin 5 within the walls 4 


Constantinople M Ө 
Rame Arhangel Мк hack presents Michael ӨЛІ, who is 
keer ling belor Eniliraned Choris WTLAR: IC XC: ABM 


55.20 
Fiyperpyran of Andronikos Ш Раа 5 
(1282-1420), віва 


Мин of Constantinople, 1282-1014 

Gold, ١113116۴ 2:3 cm 

Сетне half igure of the Virgin Crans, within the walls of 
Санмамітаре BM; ** 

Каты: Andronikos Û prostrate before China, who blesses the 
emporor, and holds the Gospel ANAP/NIKOC/IT |МАЦИ 

| ПОЛ ОПА АЕА (Andronikos Palaiologos, Despa 
m Christ; IC/XC 


55-27 


Trachy of Andronikos П Palaiologos (1282-1428), 
ner 


Mint of Thessaloniki, 1389-4014 

Copper, diameter 2.1 em 

tere: hall-Aengili figure of St Demetrios, holding sword and 
shield. OAT; MH/TPI (Saint Demetrios) 

Ramie Andronikos ЇЇ, holding globus topped by painarehal 
cross, and Heur-cde-h-topped «серіге. АМ | КАЛТТЕА 
iAndronikos Palaiologos, Despot) 


55.28 


Маса of John. МП (1425—48), 72 


Mint of Сап пере 
Silver, diameter y ) cm 


Über iust of Christ with cross nimbus; pellers in outer 
стае. IC XC 


Кесттте- інім о ова Мп. 

ЧФАЕПО ГІСОПААЕОЛОГОСД IXAPIT.H.BAC 
ПРОМА тоум. (Despot Jahn Palaiologos, Emperor of the 
Ramana by the Grace of Giod) 


55.29 


One eighth stavraton of Constantine ХІ (1448-53), 
47-2006 

Mint of Constantinople; 1449 53 

Silver, diameter 1.3 ст Ч 

Obeerve lust of Christ IC XC 

Reverse: bust of Constantine. ЖҮК C 


In а world without electronic and printed media, 
Maigery and inscriptions on Byzantine coins 


Whiting 1073; Grierson іва ап тосон, 
Cieorganteli зов) provided one of the most 
powerful media through which imperial and 
religious ideology reached individuals within and 
ole the borders of the empire through 
networks of trace, pilgrimage, war and 
intermarriage with Western and Eastern royal 
families (London 20054). Constantine the Great 
widely advertised the Foundation of 
Constantinople by making ік onographical 
references on his coins to the legendary building 
of Rome by Romulus in the eighth century пс. 
Coins from the fourth to the sixth century struck 
in Constantinople continued to convey this 
message by depicting traditional symbols of 
Rome, The she-wolf suckling the twins /eat.55.2) 
and female personifications of Constantinople 
modelled on similar Roman types (cats 55.5, 55.8) 
bear witness to continual aspirations of successive 
rulers Гог their developing imperial capital (Bühl 
1995, рр. 01—77). 

During the same period coins superbly mirror 
the Chrisianisation of the empire by gradually 
substituting Christian for pagan imagery and 
messages, The Greco-Roman symbol of 
Iike/ Victoria (Victory) was transformed into an 
angel (615 55.1, 55.3, 55.6, 55.7, 55.9) and the cult 
of Salus, which linked public welfare and 
prosperity to the emperor's person (Marwood 
1988; Winkler 1995), was effortlessly combined оп 
coins of the Constantinian dynasty with the 
Christian Chi-Rho (cat. 55.4). The latter, together 
with the symbol of the Gross, first appeared on 
fourth-century coins, developing under Tiberis П 
(578- 82) into the cross potent on steps, a motul 
that dominated the reverse of gold coins 
throughout the seventh century (cat. 55.10), 71 
the fifteenth century the cross, either on its own or 
carried by the emperor, his associates or heavenly 
powers, remained a very distinct element of 
numismatic iconography across the spectrum of 
metallic values and denominations. The face of 
Christ appeared first on the gold зот of Justinian 
Шз first reign (685-95) as the "Zeus-like' bearded 
and long-haired Pantokrator (cat.55.11). 018 
Justinian Ша second reign (7051) Christ 
appeared again on the obverse of gold хойт, this 
time curly haired and short bearded (cat. 55. 121. 

During iconoclasm emperors replaced the 
bust of Christ with crosses and their portraits. 
Other members of the imperial family are also 
shown (sons, fathers and forefathers), the final 
result being similar to family portraits (cat. 55.13). 
Following the restoration of icons іп 843 the 
*Zeus-like" type of Christ was reintroduced on the 
obverse of coins struck by Empress Theodora 
(сан. 55. 16). From then onwards Christ standing, 
enthroned (cat.55.18), in bust holding the Gospel- 
book (cats 55-19-21), or crowning the imperial 
couple (cat. 55.22) dominated the obverse of the 
Middle Byzantine coins. After 1201 Michael VIII 
(1258-82), Andronikos П (1282—1928) and 


Andronikos Ш (1328 — 41) struck on the reverse 
of their gold уретру powerful compositions 

of Christ in the company of the emperor (cats 
5524 26), Ив on the obverse of the fourtcenth- 
and fifteenth-century silver Ваша, атам and 
their denominations that Christ makes his 

last appearance (cats 55:28 20). The style 

is distinctively Western and quite crude in 
comparison to earlier issues, reflecting the artistic 
references of Byzantine dic-cngravers and the 
clwindling resources of the shrunken 1 6 
Empire, 

Divine endorsement and heavenly protection 
of the empire were projected on Byzantine coins 
also through the display of the Manis Dei (Hand 
of God) crowning the emperors, and the Virgin, 
saints anc angelic power accompanying them 
cats 55.20 - 6), The Virgin Mary was first shown 
on the gold soldi of Leo VI (886- 012) (cat. 35.17). 
From the tenth century her image, praying, 
holding the infant Christ or blessing the emperor 
became widespread on Byzantine coins (Penna 
2000) (eats 55-20, 553.23 6). The Archangel 
Michael appears on the gold Ayperfryra (саг. 55.24), 
clectrum trachea and copper fetartera of Isaac I 
(1185-95 and again 1203—04), reflecung this 
emperor's devotion to his cult (Choniates, Afisiona 
І, p.442; Hendy 1999, p.368). After 1261, Michael, 
warrior patron saint of the Palaiologoi, appears 
frequently on their coins alone, blessing the 
emperor or presenting him to Christ (cat. 55.25), 
аз a further reminder of the divine 76 
of the city of Constantinople and the empire 
(Talbot 1993, рр.258- 61). St George's image is 
encountered mostly on Consranunopolitan coms, 
while that of St Demetrios, patron saint of | 
Thessaloniki (Cormack 1989; Macnides 1990), | 
on coins of this city in the company of the 
emperor (cat. 55.24) or on his own (cat. 55.27) 

(Georganteli 2001; Morrisson 2003). 

As far the imperial representation on coins, 
Byzantine rulers continually chimed to be the 
sole legitimate rulers of the old Roman Empire 
(Angelov 2007) through appropriate iconography 
and inscriptions. With the exception of a short- 
lived exploration of portraiture under Phokas 
(баг- га) (cat.55.9), Leo VI (886- ого) and 
Constantine VIL (sole rule 945—549) (cats 55.17, 
55.19), the majority of images are sheer icons of 
majesty with no reference to the physical likeness 
of actual people. The tradinonal Roman profile 
and three-quarter bust was abandoned in 538/30 
under Justinian І (527—65) in favour of a facing 
опе, while more complex compesitions of 
emperors, their associates and heavenly powers 
on Мине and Late Byzantine coins advertised 
continuity of the institution and the carthly and 
divine protection of the empire. John У (1341-7091) 
was the last emperor to issue gold coins, and the 
silver шагтаізн (worth hall an old gold Луреурутан) 
became, from the 1350s, the main high-value 
currency for the last century of the empire's 
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existence (Grierson 1999A, pp.5o 1, 200-1), The 
last samata and their denominations were struck 
under the orders of Emperor Constantine XI 
(1448—53! (Bendall 1001), days before the Fall of 
Constantinople to the Ottomans on 29 May 1453 
(cat.55.29). These silver coins, made from reused 
church silver, represent payment for the few 
Western mercenaries who, together with 
Byzantine soldiers, made Byzantium's last 

stand on the walls of Constantinople. 

The lives of princesses and empresses are а 
fascinating part of Byzantium's history, yet are 
rarely recorded in coinage (Garland 1999; Tobler 
and Brubaker 2000; James 2001; Herrin 2004). 
Mothers and regents during their 50115” minority, 
daughters or wives, and only very rarely ruling in 
their own right, these powerful ladies shown in 
imperial robes, elaborate headdresses and 
jewellery offer а rare glimpse of the splendour and 
polines of the court. The depiction of Irene (797 - 
Воз] on the obverse and reverse of her gold 1 
[cat.55.14) proclaims her as sole ruler | Ваяйза, 
the female Greek form of Emperor), a role that 
she achieved by the blinding and murder of 
Constantine V1, her own son and heir to the 
throne. In 849 the careful design of coins struck 
during Theodora's regency announced both the 
arrangements made for her infant son Michael III 
following the death of Emperor Theophilos and 
her role in the final restoration of icons (Grierson 
197%, 1. pp.454—58). Theodora's prominent 
position on the obverse of Michael Ш first gold 
solidi is coupled with her title "Despoina' (female 
equivalent of Lord or Emperor), while her 
shown with Michael III on the reverse of the coins 
(cat. 55.15). On the second series of Michael 7" 
gold зойл! Theodora i$ moved to the reverse, 
leaving the obverse to an image of Christ 
(£21.55.16). 

In the cleventh century Empress Eudokia, 
widow of Constantine X and regent for her sons, 


advertised her marriage to Romanos IV Diogenes 


(106871) and his elevation to the position of co- 
emperor by reviving the iconography of fifth- 


emperors are depicted on the obverse of Romanos 









composition of the newly married couple being 





crowned by Christ legitimised the union and her 
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Lives of saints with Si Euphemia, loho 1210 1227 
Consantimople, агац 1o 

'urchiment, 44:2 » 45 em 
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This hook کا‎ the first (and only known volume) 
of a series of books with the lives of the saints in 
the text established by Symeon Metaphrastes in 
the tenth century and arranged im order of the 
Church calendar. This has the saints for the 
months of September (the Byzantine year began 
on 1 September). The whole set would have 
consisted of perhaps ten books if each volume 
was às extensive as this one (273 folios). The name 
given to such a text is a menologion, Such books 
were very popular in the eleventh and twelfth 
centuries, but of a thousand Metaphrastic 
menologia, only about fifty are illustrated and 
only ten of these contain cycles such as this one. 
И seems that the artist had access to other 
illustrated versions, and this suggests its orbit of 
production was Constantinople, perhaps even 
connected with court patronage. 

Each saint's life is illustrated in the 
ornamented headpieces at the beginning of their 
lives, and painted on а gold ground. Among the 
September saints in this book are some who have 
special connections with the period of iconoclasm. 
On folie тоте, for example, St Euphemia is shown 
naked, her hands outstretched in prayer, being 
burnt alive (she was martyred at Chalcedon in the 
carly fourth-century persecutions). Her relics were 
moved to a cult church in Constantinople, but the 
reliquary was thrown into the Bosporos in anger 
during iconoclasm. Her cult increased in 


popularity after iconoclasm. 


Several of the miniatures underline the 


increase in the cult of saints in Byzantium after 


iconoclasm. On folio 60r is the event celebrated 
annually on 6 September, the miracle at Chonai, 
Archangel Michael prevents the devil from 
flooding the hut of the pious (and haloed) monk 
Archippos at Chonae by diverting the river water. 
The scene is framed by columns, which each have 
the conceit of a marble knot half way up. This is 


a feature found in church templon columns at 


this period, and so gives the impression that the 
miracle occurred in a sacred place. 





Icon with the Triumph of Orthodox 
Constantinople (9 second half of the fourteenth century. 
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The icon в еш the Tr шир of Orthodox 
ii Greek in red letters нээ! ly now rubbed oll 
the heures were also named in red Ба there 
inscriptions too are агар. This is the саг х 
known example of the subject, but à later copy 
of this actual icon gives some more saints’ نه‎ 
(Chateidakis 1998), И represents the collapse d 
iconoclasm, which was celebrated on " March 
H43 (and annually thereafter on the first Sunday 
in Lent), and the declaration by Church and Stitte 
that icons were integral to the True Faith - 
Orthodoxy. But it was painted several centuries 
alter the event, and this ume lag means that there 
are several layers of meaning (Kotoula 2006), 
The composition is focused on an icon within 
the icon - the famous image of the Virgin Mary 
Hodegetria believed to be painted by St Luke, 
a story which emerged convenicn tly during 
iconoclasm, and which was employed as clinching 
evidence that icons were sanctioned in the faith, 
The red veil (демо has been unfurled and below 
the icon is а podea, the cloth that covers a holy 
altar. This gives the display of the icon a liturgical 
character in keeping with the character of the 
festival of Orthodoxy in the fourteenth century. 
Two (winged) guardians of the icon dressed in red 
stand on cach side. En the upper register are the 
historical figures who ended iconoclasm, the 
regent Empress Theodora and her infant son 
Michael 111 to the left, and Patriarch Methodios- 
and other high clergy to the right; below is a 
procession of famous iconophile champions, 
same, like 5t Theodosia at the left, carrying 
icons of Christ, 

By the fourteenth century the Hodegetria 
icon was the most famous pilgrimage icon in 
Constantinople, and councils in 1341, 1347 and 
1351 had updated the articles of the True Faith 
(written down in the уно of Orthodoxy). | 
Several of the saints represented werc the subject. 
of increasing veneration in Late Byzantium, such 
as St Theodosia, whose festival day of 29 May was. 
being celebrated with a procession on the day the 
Ottomans entered Constantinople in 1453 = the 
same day that they hacked to pieces the icon of 
the Hodegetria. 

The precise date and place of production i$ 
still a matter of debate, but the Monastery of the 
Hodegon, Constantinople, where the icon was 
kept, was a centre of artistic production at this 
period (for example, the illuminated Айин 
Hymn [Moscow, syn. Gr, 429]) and is а possible 
provenance, 
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This коп of the Archangel Michael, together with 
a similar апе also in the Treasury of St Мак 
was probably part af the booty brought back from 
the Fourth Crusade in 1204; из listed in the 
inventory of 1325. Из dimensions and the richness 
ol its decoration make it ап extremely rare 
surviving example of Byzantine goldwork; 

ihe embossed main figure is combined with 
sumptuous cloisonné enamel depicting an 

idealised Paradise garden whose entrance is 
guarded by the Archangel Michael. 

The enamelling of the hair on the archangel's 
head is the single surviving example of this 
technique applied to ап embossed element, while 
the enormous halo around the head demonstrates 
the boldness of this gifted artist's imagination. 

The frame is decorated with a carpet of 
enamel work in which are arranged, on the upper 
fascia, three circular medallions with St Peter, 
Christ and St Menas: the saints on the lower edge 
are now lost, On the vertical edges four shicld- 
shaped enamels depict cight soldier saints, 
protectors of the Christian forces, in pairs, each 
identified! by name: the two St Theodores, St 
Demetrios and St Nestor, St Prokopios and St 
George, St Eustathios and St Mercurios. Recent 
restoration has revealed that during the 1834 
restoration the archangel's large wings were 
renewed; these are now considered to be out 
of proportion with the figure of the archangel. 
Also during this restoration the gems and precious 
‘tones on the frame were replaced with slivers 
of coloured glass, 
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Four Gospels, folio 160 


“Ханы quarter of the twelth century, Constantinople 

га елити, 18:0 х 19.9 em. L325 folios 

aments: Eusebios letter to Carpianus (үг- бу), Four Gospels 
Sigar), with chapter lists to each Gospel, horiletic 
ETP, and verses on مل‎ Evangelists 
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The portraits of John II Komnenos (1118-43) and 
$ son Alexios Komnenos (c.1122— 42) show that 

this small, elegant Gospel-book was commissioned 


by - or for = the emperors, possibly by ٧ 
himself for his sen. Из style, к опашғарһу, 
ornament and colours link it to а group of at least 
a dozen illuminated books which are often called 
Ше Kokkinobaphis group since it included 

two copies of the Marian sermons of [ames 
Rokkinobaphes [see also cat. 204), Several 
manuscripts in the group are argued as imperial 
productions, but this manuscript is the only 

onc to have ruler portraits. Its modest scale, 
unpretentious content and traditional programme 
of paired feast icons and Evangelist portraits 
contrast with the big liturgical manuscripts 
commissioned by earlier emperors, and this has 
led scholars to disparage the Komnenian court 
scriptorum. In fact, the Kokkinobaphos group 
does not represent a scriptorium: united only in its 
style, it must reflect a prominent painter or shop 
working on varied commissions with different 
master scribes, This book presents the rulers less 
as instigators than as consumers of contemporary 
bibliophile fashion, which favoured the personal 
New Testament devotional book, luxuriant 
vinescroll ornament and animal initials, genre 
details and allegorical personifications. 

The book was surely produced between about 
1122 and 1142, when both emperors were alive, 
probably near the date of 1128 given on folio 2r. 
Some later verses about Alexios I Komnenos must 
have been introduced when the book was still їп 
а Greek-speaking environment, but the lines in a 
fourteenth-century Latin hand on folio 1, and the 
need on the part of the scribe who gave the date 
of 1128 to explain the Byzantine dating system, 
suggest that it was then among Latins, if not in the 
West. Federico da Montefeltro’s monogram аз 
count indicates that he had acquired the book 
before he became Duke of Urbino in 1474. 


ANNEMARIE WEYL CARR 





Psalter, folio te 
Constaminople, mid-tenth century 
Мапизспр on parchment, 37 к 26.5 cm 
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This book with the Psalms and Odes was written 
and illuminated in Constantinople in about the 
middle of the tenth century, The text of the 
psalms, written in calligraphic minuscule letters, 

is surrounded by extracts from patristic 
commentaries relating to the verses presented in 
Ше centre of the page. The manuscript's fame 
rests on the fourteen full-page miniatures placed 
(with one exception) at the beginning and end of 
the manuscript, These illuminations are presented 
as separate paintings, cach with a frame decorated 


with geometric or plant patterns or gilded; they 
fall into two clearly distinct iconographic groups, 
The seven first miniature paintings, at the 
beginning of the psalter, plus an eighth located at 
the beginning of Psalm 50, form а сүсіс devoted 
to the life of David, the presumed author of the 
psalms, The six last miniatures illustrate the odes 
or canticles of the Old and New ‘Testaments to 
be found atthe end of all Byzantine psalters. 
The miniatures have been executed by vanous 
different artists and do nor all achieve the same 
high artistic quality, but they nevertheless 
constitute a coherent group designed expressly 
for this psalter. 

The images all display a strong Classical 
influence. This is manifested particularly in the 
use of a pictorial ayle reminiscent of Roman 
fresco technique, and in the omnipresence of 
personifications such as the Mount of Bethlehem 
and Melody next to David playing the harp in the 
first miniature, or Night and Aurora next to Isaiah 
in prayer in the miniature introducing the filth 
ode. To these Classical references are added a 
series of references to contemporary imperial 
symbolism, for example the elements of palace 
architecture in the background and even more 
the ceremonial garments worn by David in several 
miniatures and by King Hezekiah in the last 
miniature of the psalter, these make clear 
reference to the emperor of Constantinople and 
his court. Glonfying the emperor as it does 
through the figure of David and that of Hezekiah, 
this opulent volume should perhaps be linked with 
the emperor ruling Constantinople in the middle 
of the tenth century, Constantine VII 
Porphyrogennetos (943-959). 
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Lectionary with cruciform text, folio tgr- 1967 
Constantinople, twelfth century 

Parchment, 3H.5 ж 20 cm 
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This large book is a lectionary and contains in its 
196 lolios the Gospel readings of the Byzantine 
liturgy arranged in order of the calendar of the 
Church vear, beginning with Easter Sunday and 
ending with the Lenten vigils. What is special is 
that it is one of only four manuscripts іп which 

the text is written in the shape of the cross, instantly 
conveying visually its central Christian significance. 
It has no figural miniatures, but each reading 
begins with an ornate initial, and decorative 
elements ornament the pages. The writing seems 
to be the work of just a single scribe, using brown 
ink for the text and carmine for the ekphonic 
notations (to help the reader to chant the words). 
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No expense was spared to set out the text over 
many pages of parchment, and this may suggest 
that the production of such a special liturgical 
book was the endeavour of the patriarchate or 
imperial palace at Constantinople. А note written 
on (оро 1 records the opinion of a bishop of 
Heraklia named Methodios (probably in the 
second half of the eighteenth century) that the 
whiting was actually done by а twellth-century 
emperor = either Alexios Komnenos or Manuel 
Komnenos. 
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Painted and gilded glass bowl 

Constantinople, tenth century 

Clas, clark vinlet in colour, gilded and painted, slwer gir 


and glass cabochons, height 17 сіп; diameter 17 cm; 
total breadth 43 cm 
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This small hemispherical bow! with its flared edge, 
made of very dark, almost black, violet-coloured 
glass, i$ а piece of exceptional workmanship. The 
delicate decoration of gilded arabesques covers 

the whole external surface and contains seven 
mythological figures; the scenes appear between 
medallions adorned with polychrome rosettes 

and fourteen profile heads, each in its own small 
tondo. The larger figures look like Classical 
figures, but it is not easy to identify them as 

they have no inscriptions and may be purposely 
enigmatic, like those on the Veroli Casket (cat. 66). 
The smaller profile heads resemble cameos but 

are equally enigmatic. 

The mount in silver-gilt recalls the mount 
of the Sisinnios Chalice, also in the Treasury 
of St Mark's; it consists of two handles, slightly 
unevenly attached, which present a four-petalled 
flower in the upper volute and a blue glass 
cabochon im the centre, 

The idea that the painted glass bowl is 
Classical and the mount medieval is no longer 
maintained; both the bowl and the mount seem 
to be have been made in Constantinople and to 
date from the tenth century. The pseudo-Kufic 
inscriptions inside the rim and on the outside 
of the base arc, И seers, ornamental. The 
combination of Classical imagery, Byzantine 
suggests that the bowl belongs to the 
sophisticated atmosphere of the Byzantine 
court at the time of Constantine VII 
Porphyrogennetos (sole rule 945-59). 
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The characterisie cut of this silk [ragment 
indicates that itis the lower part of a priestly 
garment, probably а dalmatc (a long wide-sleewed 
tunic used 111 the шту), Now in the Church ol 
Valere, Sion, Switzerland, where it forms part of 
an impressive collection of medieval abrics used 
to wrap relics, it comes from Sion Cathedral and 
was discovered іп 0923; it was restored іп 1073. 

The bold design with large medallions might 
seem unsuitable for use as а garment. However, 
manuscript illuminations show that such 
patterns were used, as а secular example, the 
representation of one of the courtiers of Emperor 
Nikephoros ПІ Botamates, c. 1071 81 (инч de 
jean Chrysostome, Bibliotheque nationale, Pans, 
cod. Сохил 70), fol. 21), demonstrates. 

The large medallions contain twisted griffins. 
Asan the art of Sassanid Persia, every joint of cach 
of these fantastic animals is marked with a rosette 
or some other ornament. Other circular patterns 
decorate the space above the hindquarters of the 
grilfins, as well as the upper part of the medallion. 

The use of purple might suggest that this was 
a diplomatic gift (Muthesius 1995, pp. 165-72), but 
it is just as likely that it was booty from the Fourth 
Crusade. Luxurious silk fabrics intended for court 
or diplomatic use were woven either in official 
workshops in Constantinople or in strictly 
controlled private workshops. 

The colour scheme of the silk is dominated 
by the strong violct hue of the purple dye, which 
stands out agamst the black background. The 
white weft thread is used only to emphasise the 
stylised shape of the griffins’ eyes. Very few fabrics 
in purple have survived from Byzantium, which 
gives added importance to this piece. 
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The Virgin's Grotto 


Constantinople-Venice: temple, fourth-fifih century (7); 
diadem, ninthr-tenth century; statuette, thirteenth century 


Rock crystal, silver gilt; gold clotsonné enamel, precious 

stones, pearls, total height 20 em; diadem diameter 13 cm; 

beight 3.5 cm 

Паніка cli а Ман MER ‘Tram, eum + 

на 18 нь‏ لکوت тч‏ اس ,18 سم б, Gallo ит), ETT,‏ ېد 
E Fraser‏ 


Arabari Puri ii. na Hl pp. tr) ag (TE Alessi ara] М. 
سي هلا‎ земи pp тт з СМ. ri 


The object first mentioned as the ‘Grotta della 
Vergine" (The Virgin's Grotto) by Antonio Pasini 


in 1886 is composed of three parts cating from 
different periods; the temple in rock crystal is 


ascribed with reasonable convi tion to the 7 
Antique period, the Вайс of түзгө Те d 
silver-gili is Byzantine and belongs to the nini], 1 
tenth century, amd the statuette of the Virgin 1 
ек was probably made in Venice in the 
thirteenth BETES when the various preces where 
азый. Fhe work can be identified as the 
ii ламі ўнай de cristallo furnitam argento делин, 
listed in the inventory of 1325. 

The votive diadem of Leo VI (886, 913) is 
а fine example of Byzantine enamelling. The 
fascia in silver-gilt formerly contained, between 
two rows of pellets, fourteen medallions made 
ol cloisonné enamel edged with pearls and 
alternating with triangular cabochons of parner 
The seven surviving medallions portray the 
emperor, identified by scholars as Leo VI, flanked 
on his left by St Paul and St Andrew and on his 
nght by St Mark, St Bartholomew, St Luke and 5; 
James. The missing enamels are thought to have 
presented the image of Christ opposite that of the 
emperor, flanked by the six Apostles to total the 
canomcal number twelve. Contrary to what some 
scholars have suggested, the presence of the 
emperor makes it unlikely that the eoronet could 
have originally been the upper rim of a goblet, 
It 15 now considered that the peacocks attached to 
the upper edge, two of which remain out of the 
original three, with their tails decorated with 
bright blue paste gems and with a ring on their 
backs, prove that formerly the diadem and also 
possibly later the whole grotto were to be hung 
up. In addition, the small rings on the birds’ beaks 
and on the lower rim of the coronct are thought 
to have been intended to hang strings of pearls 
and precious stones in order to increase the 
devouonal impact of the piece. 


MARTA ПА VILLA URIDANI 


65 


Casket 

Byzantium, tenth-elewenth centuries, with later alterations 
Bone on a wooden core, with brass clasps, 16.1 х 24 ж سه لي‎ 
Petit Раш, Мим dex Нслик-Ана de га Ville de Pars, O. Dit кў}, 
FROYEMANOR: inthe collection of Germen, мъ іп 1861, then اق‎ ol A 
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Carved in bone on а wooden core, this box 
appears to be a cheaper imitation of more luxury 
ivory versions such as the Veroli Gasket cat. 66]. 
The twelve small rectangular plaques on the sides 
and centre of the lid show a variety of figures, 
some of whom are identifiable: those on the front 
include two versions of Heracles fighting à lion, 
with between them a seated warnor (now partially 
hidden by the lock) whose pose resembles that of 
Joshua (compare Goldschmidt and Weitzmann 
1930, no. ro). Others are more generic: а varicty 
of hunters and fighters, а centaur, and griffins 
attacking animals (the one on the right end 18 

а modern copy), and the slightly incongruous 
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ex of «її иш and paint suggest 
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| adv embellished with colour, The 


have been Bre 
se boxes cannot be discerned from 


ТТЫ А the 
their decoration, but they were presumably made 
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(а house simal precious objects in a domestic 
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ІШ А 
ив possible ta 1 precedents lor cach 


individual image on other boxes, which 
suggests that such boxes were mass-produced 

by combining plaques [rom stock collections, 
However, the part icularly eclectic mixture of Old 
Testament, , 656 al and generic scenes on 
this example is puzzling, The range, as well as 
variations in the carving of the plaques, has led to 
suggestions that the box is a montage of plaques 
from different sources, combined either in the 
Middle Ages, possibly in South Italy, or in the 
nineteenth century to produce one complete 
cxample. 
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The Мегой Casket 
Constantinople, плем century 


ivory and bore on wood core, metal hardware, 
IFA * 405 x 16 cm 
Victoria жый Ал Мингэнт, Tai, ань (із 
таушан үн Їлэгч fron tle Coaheiral of Veni سا‎ пп Webb im 85 
ний Бу Їши во the Міка ілкі АЙеті Museum, Lesen, in ИМ баг ТЕТІ 
Шек: Еп шатын ына ініні іні аный Viris ий. іна, 24; "Ұситгпаліп 
ry, үр rb тү, ена їй, тип. tea, Вес Шин цг: Siman нің; Cinler 
Inda B, Cuiber ipaq, рф уй Ur, 11], 150-71, 224, 2490 з, Бух Un, ізі; New Үс: 
түр. кал кү A Guile), Мапа ij: Loikan гийн, ei ray ГА. Basten 
Migros ond urna Мадршис ану, рр. ibt Û 
The Veroli Casket allows us to view an aspect 
ofthe Byzantine world of which little material 
evidence now survives: the private sphere of élite 
«тепате and luxury, а world filled with 
humour, satire and croticism, balanced by 
erudition and virtuosity. Tt is perhaps the 
inest ivory carving of the tenth century, albeit 
combined rather more crudely with bone rosette 
“пре as framing elements. The seven ivory 
Plaques with figural carving that acorn the sides 
and lid of this box display an apparently eclectic 
Mixture of а; 
ae al mythological imagery: on the left of 
۸ lid the rape of Europa is placed next to stone- 
Шил А 
ры youths; on the front Asklepios and 
қ YEWA are shown viewing the sacrifice of 
phigenia, to which they have no link. Other 
Ires, such as the woman having a thorn 
1 гүм қ 1. а 
“moved from her foot by an eros on the front left 
Pe are impossible to identify with certainty. 
114 " а iem 
؟‎ most common theme is that of Dionysiac 
iex, "ы 1 + j 
Жы evident in dancing maenads on the lid, 
naked erotes who cavort on most of the 


plaques il the overt егенігінті on the back. On 
that side 100, scenes are echoed and parodied: the 
гарга of Europa and Ganymede сап both be seen 
ге-спасие by erotes 

No atemp to find à common theme or 
source for the images has yet been successful; 
rather the box appears to represent a playful 
tenth-century intermingling of deliberately 
ambiguous myths for viewers to disentangle. 
The juxtaposition of solemn tragedy and erotic 
comedy on the box means that the Classical 
past 18, like the carving of the ivory itself, heavily 
undercut. Henry and Eunice Maguire have 
suggested that the inclusion of humour and 
absence of identifying inscriptions were a means 
of ‘disarming’ the pagan subject-matter for its 
Christian audience (Maguire and Dauterman 
Maguire 2007, p. 162). Elements in the images may 
also have sought to provide а Classical sanction 
for the irreverent, occasionally scatological, side 
of court Ше that 15 sometimes commented on in 
chronicles: the maenads on the lid, for example, 
wear the pointed hats of theatrical mimes, so 
linking the contemporary world with that of the 
mythical past. 
ANTONY EASTMOND 
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Carved box with emperors nding and hunting 


Tenth or eleventh century 

Carved and stained very, said to show traces of рїї ил, with 

silver (replacement?) lock, hinges and corner reinforcements, 
11.4 жолбу ж 13 76 
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This solid ivory box with no wooden core 
represents, im Из matenal, extraordinary luxury, 
and in its images imperial power. Like the 
equestrian statue of Justinian on a column at the 
centre of Constantinople, the nders on the box 
спасі both ceremonial allegory and heroic 
narrative. On the hd, in their impenal regalia, 
they receive territonal power from the timeless 
and seasonless personification of a city who offers 
an emperor а crown. On the front, the riders are 
lion-hunters galloping without stirrups past 
winter’s leafless branches. A similar branch tops 
the end panels, suggesting a change of season or 
reign; a phoenix preens itself below, among 
burgeoning leafy stems, as a sign of endless 
renewal, All the equestrian figures have general 
parallels in Byzantine silks; this bird resembles 
representations of the propitious fenghuang bird 
in Chinese gold or silver works of art, 

The stallions on the lid, like Jusiiman's well- 
built horse in Constantinople, stand with three 
legs still and long, straight гайх, But on the front, 
the hunters! cloaks stream out like their horses’ 
knotted tails. The hunters, probably father and 


son, are net, as they appear te he, back to back; 
they гига Fully to face one another as the archer, 
wearing а plumed өндө helmet, again like 


Justinian, rescues his sword-bearing companion 


witha variation of the half-turned ‘Parthian shot’. 
The last panel, on the back, is also active and 
temporal: in autumn, with acorns npe on the tree, 
а boar-hunter, probably the younger emperor 
proving his valour, tramples his fallen cloak as 

he thrusts his spear. 

Both riding and walking, on the lid and the 
front, one hunter wears an unusual саре Ке 
helmet with the cuirass, and boots without greaves 
or spurs. On the hid the emperors’ cloaks are 
pulled to а shoulder fibula. Their crowns and the 
stirrups under their feet are post-Justinianic; 
amuletic crescent-shaped pendants caparison their 
horses. Yet the spectators added to this scene on 
the lid seradelle the high defensive wall in 
humorous mimicry of the splendid but passive 
imperial riders. 


КИМГЕ DAVTERMAA МАПІСТЕР 
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Ivory with Constantine VII Porphyrogennetos 

crowned by Christ 

Constantinople, 645; 

Ivory, З.Б 9.5 x 0.3 em 

ише Галдан Meu «4 Fire Arte Момин, uie Пеева 

Callcctum of ашай. A S: лите,‏ وريا Armenia.‏ سم fom‏ هسو وم 
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Можеш af Fine Ara lamia, а 155%‏ 
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The inscriptions read: around Christ's head: 

IC ХС (Jesus Christ); above the emperor: 
KONCTANTINOC EN &(E)0/ АУТО КРА TOP 
(Constantine Emperor in God); beneath his Іей 
апп: BACIAEYC POMATON (Emperor of the 
Romans). The dating of the piece is based on style 
and the inscriptions, іп which Constantine is 
called ‘emperor’ of the Romans. Both suggest that 
the ivory was executed at Constantinople during 
the short period between 27 January 045, when 
Constantine VII became sole ruler, and 6 April, 
when his son Romanos became co-ruler until 
Constantine's death in 959. Grabar defined this 
scene as “the emperor's investiture by Christ 
(Grabar 1996, p.72). The original function of 
this ivory is unknown; it may have been a 
commemorative gift, like the earlier consular 
diptychs or perhaps the central decorative 
element on a manuscript. 

The naturalisue proportions of the figures and 
the detuled carving of the relief of the ivory аге 
particularly noteworthy. The emperor is depicted 
without a halo, but with the imperial attributes of 
the jewelled stole (foros) and gem-studded crown. 
‘There was an attempt to render the emperor's 
appearance accurately: the specific shape of his 
hair and beard is found on gold coins of the 


CATALOGUE ENTRIES 66- 68 
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period of his reign (сай. 553. Christ is notable for 
his ascetic austerity. The simplicity of his garments 
is reinforced by the delicate drapery. The two 
figures bear a great resemblance to each other, 
and both are worked in fairly high relief. Christ 

із depicted on the same scale as the emperor, 
although a number of elements elevate his figure: 
the pedestal and his feet are rendered from above, 
while the upper part of his body is rendered from 
below, making the figure appear remote. 
Constantine VIL, in contrast, stands solidly on the 
soles of his feet. The two figures are shown 
together beneath а ciborum, 


ELENA РИМ 
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Comb 


Constantinople, between 856 and ді? 
Ivory, 10.3 x 10 ка cm 


Жалий hse Museen zu Berlin, Skulpaurensamimlung und صا‎ 
(ш ухвате Kiana, ins má оой 
Гїл ACE: ancmymous ,الم‎ Ица 
سه سوه ږوا‎ т аа 
This unusual object was until recently thought 
to be a sceptre, but a new examination has given 
reasons to identify it as the grip of a solid, one-row 

| comb (Bühl and Jehle 2002). All that remains of 

| the teeth is a series of regular incisions along the 
lower edge and on the underside. 

| The piece is more than twice as thick as other 
ivory panels carved in relief that survive from the 
Middle Byzantine period — another indication of 
this object's different character and function. 

| А further notable characteristic is the relief 

| decoration on all surfaces, On each side a 
different set of three hall-length figures faces the 

| viewer beneath identical architecture: One side 

| shows Mary, in the centre, turning towards the 
i emperor and about to place а jewel їп his crown. 
| Contemporary texts permit this to be interpreted 
| аз symbolising the “pearl of faith’ (Arnulf 1990). 
On the opposite side the Apostles Peter and Paul 
flank the blessing Chnst. The physician saints 
Kosmas and Damianos are depicted on the ends. 

Ап inscription appears above the arches and 
in the architrave: “Leo, the emperor, shall rejoice 
іп thy strength, О Lord; and in thy salvation how 
greatly shall he exult' (text based on Septuagint 
Psalm xx, 2). On the other side appears: "Through 
the commandments of thy disciples, guide thy 
servants, On the coronation side is another 
inscription, in words based on Septuagint Psalm 
Xxxxiv, 5: Gather all strength, go thy way in 
good fortune and rule, lord Leo.’ 

— The ‘Leo Basileus’ mentioned here has been 
identified as Emperor Leo VI (886—912), which 
makes this carving the earliest dated Byzantine 
| ivory to have survived from the posticonoclasic 
сга. Whether the comb was commissioned Гог а 
coronation ceremony or made as a luxury object 
for the emperor cannot be decided. One Western 
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source mentions an ivory comb used every 
morning at the lever ceremony of Emperor 
Alexios І Копието (1081-1118), 
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Votive plaque with Christ blessing Emperor Otto 
Il (467—993) and Empress Dheophano (082-83) 


Ivory, acts نه‎ ped poli hom, il акта cm 
Чин le Clun, Мия Хаш ما‎ Міңгін Лаг, Paris uis інілі jÊ 
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Выпі uy Greek on сіст Мае of Christ's head IC XC (lesus 
Christ in lain and Greek above the етирен OTT 
IMP[ERATOR | К[ОЈМАМ[ОКОМ | A[ Y 'OYCTO]C (Оно, 
Emperor of the Romans, Augustus; in Greek and Latin above 
the head of the empress ӨЕОФ АМ IMP[ERATRIX] 
A[YPOYCTO]C (Theophano, Empress, Augustus]; in Greek 
next tà the body af Chnsi, КҮРЕ BOHO[E]I T] £2] CHY 
AOY A[£2] [2], ANNH] I[MONA7]X£2AMEM (Lord, protect 


(аг help) your servant, the monk (7) John, Amen? 


The ivory depicts Christ, in the centre of the 
scene, blessing simultaneously the German 
emperor Otto П and his wife, Theophano. This 
iconography is derived from coronation and 
wedding imagery., Both Otto and Theophano 
wear versions of Byzantine imperial dress and 
their crowns echo Byzantine crowns. However, 
they are incomplete versions; Otto, for example, 
wears а mantle rather than the imperial foros and 
holds an odd heart-shaped object, while 
Theophano clasps a book. Beneath the emperor's 
feet crouches a bearded male figure, one hand 
wrapped round Christ's footstool, most probably 
the donor of the plaque, John. 

Otto married the Byzantine princess 
Theophano, probably a niece of Emperor John H 
Tzimiskes, m 972, The изспрпоп, however, 
allows the panel to be dated precisely between the 
first use of the title imperator romanum in 982 and 
Otto's death in 083. The ivory is seen as 
representing both Western and Byzantine imperial 
claims through the use of Latin and Greck titles. 
John is beheved to be John Philagathos of 
Calabria, Оцо'з Chancellor in Italy and tutor to 
his son, and later the antipope John XVI. 

The ivory plausibly derives from a Byzantine 
model: another ivory in the Bibliotheque 
nationale, depicting Emperor Romanas and his 
empress Eudokia (there is debate over whether 
this کا‎ Romanos П or Romanos ГУ), offers a close 
iconographic parallel. However, the unusual 
details in this plaque = the ‘imperial’ dress, the 
attributes of the figures, allied to the combination 
of baldachino and curtains above Christ, and the 
mixturc of Latin and not wholly accurate Greek in 
the inscriptions — make it likely that this was د‎ 
Western rather than a Byzantine production. If 
the donor John was indeed John Philagathos, then 
a South Italian origin is indicated. 

This plaque may have served as а book cover; 


this too would be unusual in ü نن‎ 
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Icon with Virgin and Chile 
кесені hall ol tegulis сш 
Ivory, 239.4 & 1 2 & 1.1 Cim 


Бен Радаа, Miner ces Beaux de [a Willy de Pam оиы 
errs 


йүзе beri МИН на, Collected ав! Wersmann ңа, 
This large Ivory depicts the Enthroned Virgin 
with the Christ Child on her lap, The Virgin й 
represented under а baldachin flanked by twa 
roundels with the busts of Peter and Paul at the 
level of her head, None of the figures have 
inscriptions to identify them, an unusual feature 
lor a Byzantine ivory. The baldachin іе of the type 
found in ivories of the tenth century with some 
undercutting and with round perforations to 
suggest a delicate and lightweight structure. It js 
supported by twisted thin columns with capitals 
in the form of heads. This image of the Virgin 
presenting the Christ Child to the world is more 
commonly seen in the conch of church apses, 
Christ is blessing and the Virgin rests her left hand 
on his shoulder while, with her right, she touches 
his foot, She is seated on a large pillow and an 
elaborately carved throne, studded with pearls 
and jewels. 

The most unusual feature of the image is the 
high, arched, shell-like canopy above the throne, 
which frames the Virgin. Large carved stars 
decorate its surface, The peculiar form of the 
throne and the stars can be seen as a kind of 
mandorla of light or starry cloud, an attempt 10 
represent physically the symbolic qualities of the 
Virgin. Light and stellar comparisons are plentiful 
in the hymns written for her (Eustathiades 1939). 
She is referred to as the annunciating light, the 
gate of light, and the rising light of the east (Ledit 
1976, p. 101). The icon із а visual expression of 
literary language and imagery. 

This ivory is very similar to one now in the 
Cleveland Museum of Art (Goldschmidt and 
Weizmann 1934, 10.70; Athens 266, 9 
[L Kalavrezou]). The Pans version has a rougher 
carving style than the Cleveland piece and a close 
comparison of the two suggests that the Pans 
piece is probably a derivative of the Cleveland 
ivory, possibly a Western copy made in the 
Middle Ages (Koenen 1998, pp.210— 12). 
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Ivory panel with the Theotokos Hodegetria 


Constantinople, tenth century 
Ivory, 237 x 13:3 x 14 cm 
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a greater sense 0 [ volume and depth within the 
confines of this shallow piece of ivory. The 
figures аге sel off against the excuisitely smooth, 
vanslucent background surface of the ivory. 

The apparent simplicity of the plaque belies 
is theological complexity. The icon can be read 
on many levels. It is an image of motherly love; а 
representation of the incarnation of God аз man; 
a symbol of Christ's destiny to offer himself as a 
sacrifice; and ultimately и reminds viewers of the 
redemptive power of his resurrection. Byzantine 
viewers would have been able to meditate on all 
these themes as they contemplated the image, 

The ivory 18 associated with four other similar 
images (Goldschmidt and Weizmann 1934, nos 
42-9, but this ts the finest, Tt 1s also stylistically 
very close to an ivory showing Emperor Romanos 
and Empress Eudokia, now generally thought to 
be Romanos II (9до- ба) (Cutler 19958, arguing 
against Ialavrezou 1977), The wings that would 
have framed this central image are lost. 
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Ivory with Christ Pantokrator 

Constantinople, с. 950-1000 

Ivory, gy» пъ. ст 
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Ди appears on this ivory plaque as the 

oo the Ruler of All. The half-length 

omi sares out at the viewer, his left hand 

ene the Gospels, his nght making a gesture of 

lesing. Rather than a cross nimbus, only a 

аў cross appears behind his head to denote 

nd his divinity and his sacrifice for humankind, 
зе image of divine authority in the ivory would 

“ve gained additional meanings and resonances 

lor viewers who would have been familiar with the 

1 М 

Sonography from its other appearances, most 


па al ily ІП th е tomer Over Ше centre аў Вуга шае 


churches in this period. Here Christ was depicted 
as the culmination ef a whole decorative 
programme that ascended from the human te the 
divine, and ene apsulated the Byzantines’ view ol 
the order of the cosmos. The popularity of the 
image after iconoclasm was reinforced by à legend 
recounted in the Vita of St Stephen the Younger, 
This ninth-century anti-iconoclast text claimed 
that the first image to have been destroyed by the 
Iconoclasts (and also the first to be set up again in 
787 and then again in 843, айег each of the 
periods of iconoclasm) was а half-length figure of 
Christ set up on the Chalke gate, the monumental 
entrance to the Great Palace of the Byzantine 
emperors in Constantinople (Auzepy 1000). 

The carving of this ivory is very clase to two 
others with the same image (in the Louvre, Paris, 
and the State Hermitage Museum, St Petersburg: 
Goldschmidt and Weitzmann 1934, nos 146—7), 
and Anthony Cutler has convincingly argued that 
they were all executed by опе artist (Cutler 1004. 
pp. 163— 5). This suggests both the popularity of 
this iconography, and the ability of individual 
artists to reproduce their own work accurately to 
suit that market. The ivory was probably 
originally the centre of a triptych (presumably 
accompanied by intercessory images of the Virgin 
and John the Baptist), but the sides were later 
trimmed down when it was reused for a 
manuscript cover, 
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Ivory panel with 55, Andrew and Peter 
Constantinople, mid-tenth century or 65 

Ivory, 24.6 x 13.5 cm 

Kiani haan ih Мингаш, Vienna, Канала атас Magi 

кке pee Ücldschmidi and Wemmasn irt, vial. 2, na 44. اا‎ 
Gubler هوو‎ pay. На; New Work ووو‎ тё. Ва, рр-1417-4 

This ivory plaque depicts the Apostles Andrew 
and Peter, holding scrolls in their left hands and 
blessing with their right. Their names are incised: 
O APOC ANAPEAC, ОАПОС ПЕТРОС. According 
to Matthew IV, 18 Andrew and Peter were 
brothers. They fill almost the whole height of the 
plaque. They are imposing as figures, although 
they display a softness of form and mannered 
stances, emphasised by the multiple folds of their 
garments, as if softly pressed against their bodies. 
This plaque has a companion piece of the same 
dimensions, composition and style depicting the 
Apostles St John the Theologian and St Paul, 
now in Venice. A third plaque with iconographic 
and stylistic details very close to the two Apostle 
plaques represents Christ enthroned formerly 

in the Hirsh collection). Together these pieces 
seem to be part of a large Deisis composition 
(Goldschmidt and Weitzmann 1934, 00.44), 

like the triptychs from the Vatican and Parts 
(cats 76 and 77). 


The Vienna and Venice plaque have а two- 
linc epigram in high relief i dodecasylabic verse: 
Vienna; 

OC АЎГААЕАФОІ МҮСТОЛЕКТАГТОМ АМО 

NEMOITE AYTPON АЕСПОТН 

KONCTANTINQ 
As brothers knowledgeable of the divine mysteries 

of the world above, may you give relief to the 
Emperor Constantine, ог: As brotherly judges of 
the divine mysteries of the world above, may you 
distribute relief t6 the Emperor Constantine). 

The inscription on the Venice ivory repeats 
the name of the Emperor Constantine, but adds: 

CKEYOC ВЕОУРГОМ CY ANAAEITEO] 

ПАРеЕМ 

ВААВНССКЕПЕСӨАГЛЕСПОТНМН 

KONCTANTINON 
The instrument of God [Paul] speaks together 
with the chaste [John the Theologian] so that the 
Emperor Constantine be protected [rom harm.) 

The one is à prayer, the other a description of 
the intervennon of the Apostles to Christ so that 
the emperor named Constantine does not suffer. 
The use of the words BAABH and AYTPON 
implies Constantine was ill. Only one emperor 
Constantine was severely sick in the eleventh 
century and that was Constantine X. Doukas 
(1059-67) who fell terminally ill in 1066, knew 
of his imminent dearh to the point where he 
withdrew and entrusted all his duties to lus wile | 
Eudokia Makrembolitissa (Psellos Chron. 1928, 

IL 151; Kalavrezou 1977, pp.307—25). A date for 
the plaque during Constantine's reign makes 
good historical as well as stylistic sense. 

The туюгу Deisis therefore has a poignant 
meaning — the Apostles are asked to intercede 
with Christ for his recovery. The work could have 
been commissioned by Constantine himself as ۵ 
kind of ex voto or by someone on his behalf (New 
York 1997, no.go, pp. 143-4). Apostles are very 
appropriate saints to speak on the emperor's 

behalf. Except for the Virgin and John the 
Baptist, the imperial intercessors are the Apostles. 
Reconstructing this panel as part of a Deisis gives 
the ivory a function as one part of an imperial 
prayer. 
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Ivory panel with St John the Theologian 

and St Paul 

Constanunople, mid-tenih century or 10605 

Ivory, 24.0 14-4 cm 

Sannin прнагвайг per id 1۵۶۲ عسسمه‎ Samara Amano ғ. Éananrropelogun © 
рн а tebe Мыса della Сдий di Vora c per لا‎ Санат della Crone Laguna, 
lur „Ада heulayicu Хана, ант, іші: 

шілтер REFERENI-ER- танін Барок алый Westrmann iggy oc 41. Beck لاو‎ 
кн he. یا‎ Coder пи, ай, Пся =ч Nin Үен وم‎ Тиз. Вирий t Kaliwa) 
5t John the Theologian and St Paul stand, holding 
their writings in bejewelled books, on a dais 
decorated with an elaborate arcade along the 
front (this is deeply carved to give an enhanced 
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them by hinge тпай face of the central 
“рапс! and the corresponding faces of the two side 


aligned in а 


sense of volume to the plaque). Their slightly 
clongated figures and impressively carved drapery 
give both a sense of monumentality. The 
inscription that has been painstakingly carved in 
relief above their heads (rather than merely 
incised into the ivory like their names, which 
appear around their haloes) makes clear their 
interaction and their purpose: CKEYOC 
ВЕОЎРГОМ CYAAAAE! TOI 111 
ВЛАВНССКЕПЕСВАІ AECITOTHN 
KONCTANTINON (The instrument of God [St 
Paul] speaks together with the chaste man |51 
John] in order that the Emperor Constantine be 
protected from harm). Kalavrezou (in New York 
1997, pp. r41—4 has noted that plaque was once 
part of a set, of which two other plaques survive: 
onc shows 55, Andrew and Peter paired in an 
identical format (and with a similar insenpuon 
wishing for relief for an emperor Constantine), the 
other portraying Christ enthroned (Goldschmidt 
and Weitzmann 1934, nos 44, 54). They were 
presumably once mounted with Christ in the 
centre to act as а composite intercessory object. 
Although the plaque might be thought to refer 
to a particular illness of the emperor Constantine, 
the ivory itself is not unique. An almost identical 
version survives in Dresden, with the same 
inscription (New York 1997, no-go). This suggests 
that these vores were produced more widely for 
members of the imperial family or court, and were 
to remind their viewers of the need to pray for the 
emperor at all times. 
The date of the plaque and identity 
of the emperor Constantine are contested, 
but itis most likely to refer to Constantine VII 
Porphyrogennetos (sole rule 9457759). The carving 
of the ivory 15 similar to that оп a triptych in the 
Palazzo Venezia in Rome, which also has an 
inscription invoking protection for the health of an 
emperor, generally agreed to be Constantine VH 
(Oikonomuides 1995; Goldschmidt and Wertzmann 
1934, no. 31). I prefer this dating, 
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Triptych with Deisis and Saints 

Constantinople, £. 1000 

Ivory with traces Of gilt, 25.2 x 33 x 24) cm (open) 

recovers: acquired by Pope Benedict XIV fnm a priae collection 

пасте ونی سرو‎ 5 sid پد و هاس‎ tell найд 

поль. pp. rii Й. мт], паз, ppt з ПС. Рагоза Ша) 

This triptych has three carved panels, which were 
originally gilded; the central panel equals the sum 
of the other two panels in size and ts attached to 
. The internal face of the central 





are decorated in relief with figures of saints, 


: 
| 5 


the imperial court (Chinst with the Book, lis hand 
raised in blessing, enthroned between the Virgin 
Магу and Хі John the Baptist, whose arms are 
raised in a gesture of anterceéssion], is pred wath 
the Apostles in the lower hall, who can Ie 
identified by their names on the various lures 
(James, John, Peter, Paul amd Andrew); im the 
medallions with the busts can be seen Philip, 
Luke, Mark, Matthew amd Thomas. 

The side wings show the military saints in the 
upper part (St Theodore Tiro and St Eustathios in 
the left-hand wing, and St Л нх гс 8uaielaues 
and St George in the night: they are accompanied 
by a row in the lower part which comprises a 
combination of local martyrs and miracle workers 
(St Arator and St Prokopios in the left-hand wing, 
St Demetrios and St Eustratius in the right), 
Interspersed with eastern saints (St Mercurios 
and St Stephen in the left-hand medallions, 

St Panteleimon and St Menas in the right). 

Similarly, on the external face of the two 
doors, to correspond with the Fathers of the 
Church in the upper part (St Basil and St Gregory 
of Nazianzos on the ей; St John Chrysostom and 
St Clement of Ankyra on the right), а series of 
martyrs and bishops occupy the lower band 
(st Gregory Thaumatourgos and 5t Severian on 
the left; St Agathon and St Nicholas of Myra on 
the night), producing a kind of illustrated litany* 
hierarchically structured around the figure of 
Christ. The half-length figures in the medallions 
(St Kosmas and St Damianos on the left; St 
Phokas and St Blasios on the right) also conform 
to this logical transeendental progression: from the 
bishops and patriarchs of militant Orthodoxy, 
visible on the icon when closed, the spectator is 
led towards the liturgical action within, along a 
way of doctrinal salvation mediated by the 
Church and its teachings. 

The style and dimensions of the triptych 
assign it to the category of portable icons; it can 
be compared to two other celebrated tiptychs, 
that 111 the Palazzo Venezia, Rome, and that in 
the Louvre, Paris; with these it forms the so-called 
'Romanos-Group'. The triptych in the Palazzo 
Venezia bears an inscription dating from the reign 
of Constantine VII Parphyrogennetos (sole rule 
945-59), but the date of the three pieces, based 
on stylistic considerations, may span about one 
hundred years, from the mid-tenth century for 
the triptych in Palazzo Venezia, to the turn of the 
tenth and eleventh centuries for the Vatican piece, 
to the middle of the eleventh century for the 
triptych in Paris. 
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The 'Harbaville" triptych is one of the finest 


surviving Byzantine ivories; When the shutters 
are open the upper part of the central panel 
displays the traditional image of the Deisis: Chriu 
enthroned with two half-length archangels heside 
him; standing at his side, the Virgin Mary and 

St John the Baptist. Above, three small medallions 
contain busts of the prophets: Elijah, in the centre, 
Jeremiah and Isaiah, respectively in connection 
with the Bapust and the Virgin. Below the Deisis 
stand five Apostles: Peter, in the centre, James, 
John, Paul and Andrew. On the shutters, in three 
rows, from top to bottom, stand four soldier saints 
(Theodore Tiro, Theodore Stratelates, George, 
Eustathios), four half-length saints (Mercurios and 
Thomas the Apostle, Philip the Apostle and 
Panteleimon), and four standing martyr saints 
(Eustratios, Arethas, Demetrios, Prokopios). 

The backs of the shutters display, in similar 
rows, four Fathers of the Church (Basil, 

Gregory of Nazianzenos, John Chrysostom, 
Clement of Ankyra), four half-length saints 
(Phokas, Blasios, Kosmas and Damianos) and then 
two more bishop saints (Nicholas and Gregory 
Thaumatourgos) and two martyrs (Severian and 
James the Persian). The reverse side of the central 
panel has the paradisiacal vision of the victorious 
cross, with ІС XC МИКА (Jesus Christ is 
victorious), painted against a sky dotted with 
stars, with two bent cypress trees (symbols of 
immortality) inhabited by birds, one tree covered 
with a vine laden with bunches of grapes (an 
allusion to the Sacrifice and the Resurrection), 
the other with ivy (a symbol of immortality). 

At the foot of the trees, among clumps of shrubs, 
including olive trees and wheat, lions, a hare and 
some birds are shown in peacelul coexistence. 

The style and high quality of the triptych 

aligns it with the ‘Romanos Ivory’ in the 
Bibliothèque nationale de France, Paris, and it | 
сап be ascribed to the same workshop; this ivory. 
depicts Christ crowning an emperor by the name 
of Romanos, with his empress Eudoxia. Despite 
recent attempts to assign it to the reign of 
Romanos IV and to the eleventh century 
(Kalavrezou 1977), the figures are generally 
identified, since Peirce and Tyler 1926, as the _ 
young Romanos П (959 —63), son of Constantine 


VII Porphyrogennetos and Bertha, daughter of 
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and Elijah, preset! | па 
hom Christ was questioned by Pitti ай 


cat the Transfiguration and 


silet placed in the vertical axis of Christ 
sid peter. The main theme, presented with 
remarkable coherence, is the salvation ol 

| through the Resurrection ol 


pumankine ; 
Christ, the Incarnation being replaced in this 
arrangement, and the risen Christ surrounded hy 
saints and "witnesses И 18 the image of salvation as 
promised in the Gospel to believers. The universal 
Church, whose perpetual prayer celebrates in 

the liturgy the sacrifice made by Christ and his 
Resurrection, affirms salvation through the 
martyrs, bishops and theologians depicted on 

the shutters: Finally, on the reverse side, the Cross 
proclaims Christ's victory over death, while the 
plants and animals remind us of the grace granted 
in Psalm CIV (СІП), based on the contemplation 
of creation, Salvation is replaced in the vision of 
the whole of creation, Christ enthroned in the 
Deisis appearing not only as the impartial God 

of Judgment, but also as Pantokrator. 
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Ivory triptych with Crucifixion and saints 
(The Borradaile Triptych’ 


Constantinople, tenths четат 


Ivory, ара к 15/7 em (central panel); 7.8 em (left wing); B.5 cm 

right wing) 
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ІП, 5 ‚ Сааўт нин, کلک‎ fig. 24:; Londen ни. ٢م‎ 183 LA. لومس‎ 
The centre of this portable triptych presents 
‘meditation on Christ's sacrifice on the Cross. 
Although he is shown dead, his head slumped and 
his eyes closed, Christ's body is erect on the Cross, 
hinting i his triumph over death. 'The furrawed 
brows of the two angels and of the Virgin and 5t 
John on either side of the Cross indicate their 
dien but their gestures seem designed not so 
much to accentuate their sorrow, but rather to 
ee the body of Christ to the viewer аз an 
Object of contemplation, 
бур ўс سن‎ of suffering is continued on the 
те it which show ten martyrs. [n the top 
“Tate busts of a pair of doctor saints, Kyros 
oon below them in the central register are 
warrior saints in military dress, George, 


Theodore Stratelates and Eustathios, alone with 

the bishop Clement of Ankyra; and in the bottom 
regier are a further two угатгиаг 5 
cress, Menas and P 


im court 
rokopios, paired with St 
Stephen the Protomartyr aned Купоп, leader 

of the Forty Martyrs of Sebaste (shown here with 
1118 martyr's crown over his head: Waller тооз, 
pp. 107- B, 171- 6). The theme of sacrifice inside 
the triptych is balanced by the image of victory 
and rebirth on the outside, The exterior of the two 
wings are each decorated with crosses, inscribed 
IC XC NIKA: ‘Jesus Christ Conquers’, with busts 
of SS. Joachim and Anna іп the centres, and 

SS, Basil and Barbara; and James the Persian 
and Thekla at the terminals. 

Many of the saints оп the triptych are very 
obscure: James the Persian appears on just two 
other ivories, the Palazzo Venezia and Harbaville 
wiprychs (Goldschmidt and Weitzmann 1934, 
nos 41, 33), and Clement of Ankyra on just one 
(the Harbaville again); 55. Kyros and John, and 
Kyrion appear on no others. These unusual 
choices are generally thought to reflect the 
personal preferences of the patrons who 
commissioned these wones (ав Goldschmidt and 
Weitzmann proposed). However, the fact that the 
ivones on which they do appear are closely related 
suggests that it may reflect a broader court 
promotion of the cults of these particulariy 
unusual saints. 
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Icon with the Koimesis 

Constantinople, second half of the tenth century 

Steatite, partially gilt, 11 x 11.2 x 1.7 cm 

Kehna ч Museum, Vienm, Kunstkarumer (буу 

аст» иктин Kalar аба 

This plaque represents the best surviving example 
of an artistic medium first used in the tenth 
century for precious small private icons. The stone 
is steatite, soapstone, dense but soft enough to 
permit ease of carving. It became a papular 
material in addition to ivory, which could be used 
for small-scale relief sculpture. Its light green 
colour, favoured by the Byzantines, with a little 
gilding on surfaces such as haloes and decorative 
borders, made it attractive and more affordable 
than ivory. 

This icon depicts the Koimesis of the Virgin. 

She is lying on a bier surrounded by the Apostles, 
who mourn her death. Christ stands in the centre 
behind the bier, holding in his arms the soul of the 
Virgin in the form of a baby in swaddling clothes. 
Unfortunately, the head has broken off, as well as 
the angel who was flying above in à symmetrical 
position to the one on the right, who is ready to 
receive the soul and carry it to heaven. The scene 
is placed under an undercut and partially pierced 
baldachin of a type found in ivories of the tenth 


century. In contrast to the ivory columns that 
support the baldachins in ivories, those in steatite 
аге solid and have the unusual motil of the 
Heracles knot which makes its appearance in this 
period and is also found in the columns of the 
templon screen in churches (IKalavrezou 1985p). 
Thus the scene of the Koimesis is placed within 
а «сціла that recalls the position in churches 


where icons are located, 


The style of this icon shows that at the 


heginmng of steatite production carvers adhered 
to the carving technique used for ivory; they 


might even be the same craftsmen, The examples 


of the later centuries show us, however, that a 


different approach had to be taken in carving 
steatite as this high relief proved to be detrimental 
to the survival of these icons because steatite is 
highly fragile. 
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Mabaster paten with Christ 


Constantinople, reni ووک‎ сетиигу 

Alabaster, sibver-gilt, rock crystal, pearls, cloisonné enamel, 
qa = 42 ст 

Палана Й Зай Alimo, rire, Т exon, іне тил, бгу 
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The Treasury of St Mark's, Venice, owns а 
number of chalices and patens, the vessels most 


closely associated with the liturgy of the Eucharist, 


and as a group they represent some of the most 
outstanding examples of Byzantine workmanship; 
the chalices oumumber the patens but the latter 


are equally exceptional. This paten appears in the 


inventory of r325: Ріайпат unam de alabastro сити 
Christo ad smaldum in medio гатпиат argento; it 15 
certainly the largest and the most exquisitely 
made, and this applies both to the stone and the 
mount. The alabaster platter, cracked from one 
side to the other, 15 finely carved in the shape 
of a six-petalled flower and contains at its centre 
а silver-gilt disk bearing the figure of Christ in 
cloisonné enamel, surrounded by the words used 


for the consecration of the waler in the Greek rite: 


“Take this and eat, this is my body.’ 


The silver-gilt mount consists of a circular foot 


connected by three strips to the richly decorated 


rim where, between two rows of pearls, now 


mostly missing, underlined by four rows of metal 


pellets, crystal rock cabochons are placed; the 


gems alternate in shape, circular and rectangular, 


and in background colour, red and blue. 
Particularly elegant is the relationship 


between the disk with the figure of Christ and the 
inscription surrounding it, between the medallion 
and the plate shaped like a six-petalled flower and 
between the plate and its border decorated with 


the elegant row of cabochons: 


МАША DA VILLA АЛАЯ 
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Chalice of the Patrianchs 
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Plate with siren on à bird 
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С.Азаг4 cemil, нийн Appio 37 (Hi, 
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Jug with trefoil mouth 


Wie, 111111111 center 


Саі ceramic, Їнсийн 23 cmi diameter of liue 11 cm 
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Most of the тиемін of this jug, an example of 
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because of its images of various parnarncis of 
Constantinople in cloisonné enamel work, this 
sumptuous chalice = both m size amd i beaun 

of workmanship = is а major example of the court 
art of the period. 

The hemispherical cup їх carved from а block 
of dark red sardonyx flecked with white, the white 
flecks giving added luminosity to the stone, The 
mount in silver-inlt encircles the upper border of 
the cup, and bears ап mscripion іп blac enamel 
which cites the words pronounced by the priest 
when he consecrates the holy wine during the 
Eucharist. 

Four strips join the upper border to the 
base of the cup ма а senes of dips the cup is 
embellished with eight rock-crystal cabochons, 
onc of which has been missing for some years. 
The strips meet in the centre where they hold the 
enamelled figure of a saint. A smooth knot below 
the base of the cup fixes и to а truncated cone by 
means of a divided nng decorated with brilliantly 
coloured enamel work. The cone broadens 
towards the base and is divided into four sections 
with figures. Strings of pearls separate and outline 
the sections containing enamel work. 

Four bishops are depicted in the four 
trapezoidal panels of the foot. Of these, two 
are patriarchs of Constantinople: St Gregory of 
Nazianzos and St John Chrysostom, for both of 
whom the Byzantine Church nourished a special 
devotion; the other two are St lenates of Antioch 


lange enamels of Chit, on the front, who holds 

a сора ol the Gospels and raises his ішін hind in 
blessing; and the Mother of God, on the back, 
who халих with her hands mised in prover in the 
Oran pose, They are both surtounded by ۱٧۰ 
smaller medallions of saints and prophets. All are 
frarned by strings of pearls аан! precious stones, 
Піс medallions of the saints are no longer in their 
orginal locations, but it is possible to establish 
ther original organisation as they were clearly 
designed as а series of pain: the 5164 
Michael and Gabrîel; Anna and Joachim (the 
parents of Mary); Elizabeth and Zacharias (the 
parents of John the Bapust); twelve disciples made 
up of the leading Apostles Peter and Paul, the four 
Evangelists (Matthew, Mark, Luke and John), and 
six other Apostles (Andrew, Philip, Thomas, 


James, Bartholomew, Simon); four church fathers 


(Basil the Great, Gregory of Nazianzos, John 
Chrysostom, Nicholas); and two prophets, John 
the Baptist and Elijah. These saints are depicted 
throughout with the same blue halo with a reel 
frame. Although the major saints are recognisable 
from their distinct physiognomies, others, such as 
Philip and Thomas, John and Matthew, Anna and 
Elizabeth, were made to almost identical designs 
with only the colour of the enamel changing to 
differentiate them. 

The high financial value of the materials and 
workmanship is designed to match the spiritual 
value of the contents, The covers were probably 


The ceramic fabric is red and rather hard. The 
vase has а low rmg base, a hemispherical І 

and an evened or outwardly folded rim with a 
bevelled eder, On the white slip coating the ний, 
is хае amd pointed decoration, On the bottom 
из fine хета Мо, іх à medallion with а bird ې‎ 
stems. The bird turns to the right and pecks at an 
wy branch, and engraved behind itis a beni stem, 
The central medallion is encireled by an area of 
painted decoration in the form of a ri іссам 
incorporated m triangular panels, executed in 
brownish purple and green, Around this is an 
engraved narrow band of running spiral, Painted 
around the ridge of the rim are clusters of brown 
and green brush strokes, A fine coat of colourless 
glaze covers the inside of the vase, Vases 
decorated with fine agrafio and painted motifs 
have been found in various parts of the Byzantine 
world. Their places of production have yet to be 
identified. 
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Bh 
Plate with lion attacking a deer 


Мис В century 

Glaved ceramic, height 4.0 ст; diameter 23.5 cm; 
thameter of hase 13.5 cm 

Vise Helenie Мішу للم‎ Cultus, Тін Ганаа (4 қтапынғ Лайьцийгт, 


Larsaa, ers тата وام لا‎ 
۲1 к. found i 1079 el Pela лалын one Айна, pue عا له‎ 







The bowl has survived intact, with Making on the 
im, The vase has a ring base and a deep body 
„иһ slanting walls that Тагт a straight rim in the 
upper part, The ипе 1 coated with white slip. 
The carefully executed decoration consists ol a 
даб кфо) occupying а large part of the 
bottom, within which à rinceau with palmette 
finial is developed on à ground of scales, Around 
ihe circ umlerence of the medallion is rape 
pattern, At the centre of the bonom 16 а tiny hole, 
indicating the use of а pair of compasses. There 
ica pale-yellow glaze on the made. The outside 
atre has been altered. 
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Plate with lioness 


۸-٠ 111 107 

Сілгегі ceramic, heut 2.4 cm; diuneter 24, j cm; 

dhameter of hase 14:5 cm 
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Part of the body and about half the rim are 
missing. The base is formed in the thickness of the 
body, with а mere suggestion of a ring. The body 
has a flat bottom and vertical walls as a kind of 
straight rim. There is a coat of white slip on the 


so-called Meades technique, depicts à siren 
apparently standing on the back of a large bird, 
perhaps an ostrich, Fo the right is د‎ fish. IP the 
iconography referred to Byzantine song or 
narrative, the tradition has mot survived 

The plate is made of very pale-hrown clay 
with black-and-white inclusions. White slip has 
been thickly applied over the interior and over 
the lip outside. Figural sgrafftto design was incised 
through the slip to reveal the body clay. The 
design has been highlighted with red slip dots. 
A pale-yellow lead glaze covers the interior 
surface. 
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Plate with а deer and other animals 








Corinth, Lakonia or Eiern Пускаў, 1180) 1200 

Сыч ceramic, height 4 сіп; diameter 22 à cm. 

diameter ûl һам? 12. cm 

Paschale لد‎ Ahnen uf وروما‎ лик, وما‎ зсіз 

Femi phia niri in Шы raian of عا‎ Mash Mote бүх the manh of тіне 
Û етер al Май», Carna 

WLC ва гена сив Morgan inito Agaa qa. Aiaia نې‎ Pap ту 218 
and шығ i$ у 

A deer, standing to the right, is depicted 
scratching its nose with its left hind foot. The 
background 15 filled with a vine and palmette 
scroll populated with two hares and two doves. 
All the animals appear to be wearing collars. 
Any significance the scene may have had is no 
longer obvious. The decoration and shape of the 


heen restored, and the body has been mended 
from ۱111111111113 shires. И has а flat hase, а 
байына body, а short су са! neck and а 

сте го! mouth, There is a strap handle from the 
neck to the mid-belly. The painted decoration 
in white slip comprises five large running spirals 
on the belly, with dots between them; similar 
decorator can be found on the mouth and in 
the zone near the Базе, On the handle there are 
oblique parallel lines. The glaze usec is dark 


yellow. 


FOL ҮЕ хі ТЫТ TOUT ANE ПАННАНА PAPATROPOLDLOU 


هو 
Fish-shaped perfume flask‏ 


Egypt, ааа А centuries 
Copper alloy, саз, engraved, لاږ‎ = 0,4 cm 


Hamaka Маза Мабыць, ame тыз ңай 


ват та Tee Ammim pg. p Lgs ms ٨۸١ 1. Қият, Thean 
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The tail of the fish forms a quadrilateral base on 


which the vessel stands upright; the fish's mouth is 


also the mouth of the vessel. The surface 
realistically renders the overlapping scales of the 
fish. The loops on the upper side of the fins were 


presumably used for аї хилд a chain by which the 


vase was hung. 


Fish-shaped vessels are known from Antiquity, 


with many examples from Pharaome Egypt, but 
became particularly popular in Late Roman 


А г А оп inall 1 designed for а Gospel-book апа the rr -nlirm ril n pon à Aegrnr їй the له‎ dof a dine ТГ, | а : : i man A x x п - 7 + hi 1 ах. ls ІШ Т. 
and St Theophylact of Nicomedia. Portrayed А TT Е Карара: ! азарае малту aal mono سه‎ и Mew سا سیا‎ ў w | inner surlace and a thinner coat on the cuter. plate کا‎ similar to plates made in precious metals. КДА ih zoomorphic үсний рингэн, 
in the four amaller enamelled circles are image of Christ may well be a visualisation of his натара Бі the archaraligical site : (Riefstahl 1972, pp. r7 14; Boston 1967, по.ба 


St Demetrios, St Prokopios, St Theodore 
and St Akyndinos, all highly venerated in 
Constantinople and also represented in St Mark's 
Basilica, in mosaics and in the enamel work of the 


Pala d'Oro. The flat base of the inside of the cup 


bears а final cleisonné enamel depicting Christ 
raising his hand in blessing: in his left hand he 


holds the book of the Gospels, closed, in a jewel- 






description in the Gospel of St John as the 
incarnate logos (Word of God). The technique of 
the enamels allows the covers to be dated to the 
late tenth or early eleventh century. This book 
cover is one of a group of three that were reused 
in the fourteenth century to house a set of 
liturgical manuscripts, probably commissioned Бу 
Doge Andrea Dandolo, for the high altar of San 
Marco (Venice 1995, 24, cats 34— В), part of his 
larger campaign to embellish the dogal church, 


ASTON FAEDMOXE 


enia pga isi, perite Mag ц, Амины sg M, піз 426, ута) 
Small parts of the rim of this plate are missing. 
The base is formed in the thickness of the body, 
with a mere suggestion of a ring. The body has a 
flat bottom and vertical walls as a kind of straight 
rim. The inner and outer surfaces are coated with 
white slip, The decoration, excellently rendered 
and carefully executed, consists of a lion with 
luxuriant mane attacking a roe deer. The head 
of the lion is represented in frontal pose with its 
tongue turned upwards and ending in a heart- 


shaped finial. The body is indicated by spots, the | Қыс; saplings, stems and scales in the field, in ТАКА. cr Engem Е braly, Inootig Хош Broo Yiée тото (Jesus Christ Son 
mane by uniform imbrications and the hair ап the t the centre of the bottom is a tiny hole, guy fen 


legs Бу dots, Dots are used also to denote the pelt 
af the roe deer. In the field are schematic branche | 













The intricate decoration, excellently rendered and 
санг ШУ executed, comprises a central medallion 
(өшіп) enclosing an animal, possibly a lioness, 
moving to the left and turning из head backwards, 
At the tip of its rail is а foliate motif. Surrounding 
the animal are schematic stems and a heart- 
shaped leaf. The medallion, the field of which is 
"lled with scales, is encircled by a narrow band 

of bead-and-recl (astragal) pattern, interrupted 

by four medallions with schematic saplings in 
Сатай technique, Around this کا‎ а wider 
concentric band with pseudo-Kufic mous, 


indicating the use of a pair of compasses. 
There isa particularly shiny yellowish glaze 
inside and outside. 


The plate is made of reddish-yellow fabric 
with fine redeandewhite inclusions, White slip has 
been thickly applied over the interior and thinly 
washed over the exterior. A figural сатре 
medallion was incised through the slip to reveal 
the body clay (this form of champs decoration 
precedes that of cat. gj}. А pale-yellow lead 
glaze covers the interior surface. 

Although the plate was once thought to 
be of local, Corinthian manufacture, recent 
unpublished research has identificd phyllite 
inclusions, suggesting that it was possibly made 


ІС. M. А. Haufmann]; Eckardt 1999, рр.66- 8). 
There ې‎ ап almost identical bronze flask in the 
Staatliche Museen zu Berlin, and another in the 


Metropolitan Museum of Art, New York, which 
retains its original hanging chain (Münster 1983, 


no, 15). Comparable examples in clay or glass 


document their wide dissemination in this period. 


Lamps and mirrors are also found in the shape 
of fishes (Jerusalem 2000, р. 123). 


The fish ts among the carliest and commonest. 


Christian symbols, because the Greck word for 
fish, IN@YE (mity), is ап acrostic of the phrase 


of God Saviour), Its significance as a Christian 


symbol was reinforced by the numerous references 


to fish in the Gespels and primarily to two of 


Christ's miracles: the multiplication of the loaves” 
and fishes (Matthew XIV, t7—21) and the great reat 
catch of fish in Lake Galilee (Luke У, 1-7) 


with pine cones. A pale-yellow, shiny glaze, 1 
damaged, coats the plate inside and outside, 
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(Galavans 1070, pp.57 - 8; Urbana-Champaign 
1989, рр.22- 3]. 
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Bowl with bird 


Late twelliht-early thirteenth century 

Glazed ceramic, height 4.8 om: diameter 14 em; 

diameter ol base 6.5 cm 
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This ceramic bow! has a low ring base and slighty 

convex walls ending in а rudimentanly formed 

rim. Thick white slip coats the inside and the 7 

of the rim outside, while a thinner slip coats the 

rest of the external surface, including the base 
Inside the vase, which is covered with 

yellowish glaze, is incised cafus decoration: 

a bird turned right placed freely in the field, 

surrounded by filling motifs in radiate 

arrangement. 
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92 
Bowl with fish 
Mid-twelfth century 


Glazed ceramic, height 5.4 сіп: diameter 11.5 cm; diameter 
of base 5.4 cm 

The Нэн Мини of Cader, aged E phirsir of Brener Алімдшіген, 
теги of lori, Theres. vce іа مع‎ dd 

PRESEN AMER нна 
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This ceramic bowl has a low ring base and thin 
slanting walls ending in à rudimentarily formed 
nm, Thick white slip coats the inside and the edge 
of the nm outside, while a thinner slip coats the 
rest of the external surface, including the base. 

Inside the vase, which 15 covered with 
colourless glaze, is fine grafio decoration: at about 
the centre of the bottom is a fish with scaly body 
and open mouth, facing left and surrounded by 
forked motifs. 
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93 
Glazed bowl with а representation of a dancer 


Cyprus, Paphos arca, Ёга half of the thirteemh century 
Glazed ceramic, height 7.4 cm; diameter 15.3 cm; diameter 
of hase 7,5 ст 


Бошай Aiea, Аан, مها‎ nca ling 
KEFUAENCER „Ласа ifl, no fep طسونا‎ silla, بجع‎ 


шэг: mts ane bre Moon акы | اس‎ 1, 
The ceramic fabric is dark red and hard. The 
bowl has a slightly raised foot with an upward- 
turned ring base and а carinated body (опе whose 


curve عا‎ punctuated by a sharp angle] with ап. 


GATALOGUE ENTRIES 01-96 


upright, curved rim. А dancer is represented im 
fine and incised smaffita on the white slipicoaumg 
the inside: The head and body ane sl 1 
on, while the feet and arms are turned to the 
right, in dance pose, and the figure holds wath 
eutstretehed hands a kind of 41 аа qelappers or 
castanets! of йишде form. These are possibly the 
phengia to which Byzantine texts тебет, Ehe 71 
has à round face crowned by curly lar, anel large 
wide-open eves. She - the sex of the dancer is по! 
clear > wears а garmient with ап imbrnicated 
bockce and pleated skirt, whose Паге conveys the 
dance movement. Inscribed im the Field to the lef 
ol the figure 1s а cross-hatched disc. The dance 
scene on Шик Cypriot vase ts similar to scenes of 
dancers and musicians found on ceramics at 
various sites in the Byzantine world. Brownisli- 
vellow and green brush strokes add а touch of 
colour to the incised design. А slippamted wavy 
linc runs round the outside of the nm, The inside 
of the bow! has а green-tinged glaze, while the 
outside has a yellow glaze, It is possible to sec at 
the hottom of the bowl scars from the use of a 
ipod sult during finng. 

Features such às the texture of the ceramic 
fabric and its shape and decoration place this vase 
among the products of the Paphos workshops in 
south-western Cyprus. 
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Plate with two lovers in а garden 


Corinth or Lakonia or Eastern Thessaly, (290—306 

Glazed ceramic, height 4.5 cm; diameter 25.3 cm; 

diameter of base tii ст 

Archaeological Museum el Алагїї Сант, ку. ст, etya irik 

wiovENAXEE part لم‎ a large dump of decaraled легі ремегү Fouad dung the 
crc of the Souls Basilica; neil 

iiem awrrakwcas چو موناد‎ “Верша нра, Sassiere gong, وا‎ ogede 
aid шые тал, Мшкшгг ший Daneman Maguire жнуу, ودد مھم‎ 

А young man is shown on a folding seat with 

à crowned young woman, who sits on his lap. 

To the left is ۵ tree, below them an ivy vine and to 
the right a rabbit or hare runs along the edge of 
the frame. As the rabbit is often found as a symbol 
for lust and fertility, the couple are perhaps lovers. 

It has been suggested that the two lovers 
are the fictitious hero Digenis Akritas and 
the Amazon Queen Maximo. His exploits arc 
narrated in а popular Byzantine epic poem. 

It has also been suggested that the composition 
is а satirical secular variation on the religious 
portrayal of the Virgin and Child. 

The plate is made of reddish-brown fabric 
with red-and-white inclusions. White slip has been 
thickly applied over the interior and thinly washed 
over the exterior. A figural shampla medallion 
was incised through the slip to reveal the bady 
Clay (this form of ehamplevé decoration is like that 
of cat. 88). А pale-yellow lead glaze covers the 
interior surface. 

Although the plate was once thought to be of 


local, Сема мам meonulacture, 12277 


published research has ideni] уйи 
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пи siones, suggesting thia па Баси їп | 
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Plate with animal 


анг уа early thirteenth сету 

(їшї ceramic, һен 5.6 cm; diameter 31 cm: 
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This ceramic plate with ring base and shallow 
body with slanting walls and bevelled rim is 
coated with white slip, whieh is thicker on the 
inside than on the outside. The inside of the plate 
is decorated using the сатса technique: at the 
centre of the bottom is a large tondo enclosing 
an equine, The animal moves to the right but 
turns its head behind in the opposite direction. 
А schematic stem in the field of the tondo 
completes the composition, A group of four 
concentric circles, interrupted at intervals by 
sheaves of vertical lines, encircles the tondo, 
Shiny glaze enriched with copper oxides 
which impart a greenish-yellow hue coats the 
inside and the outside of the rim, trickling towards 
the base, At the centre of the bottom کا‎ a hole 
indicating the use of a pair of compasses, 
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Glazed small four-lobe bowl with 
a representation of a bird 
Constantinople, eleventh century 


Glazed ceramic, height 8.5 em; diameter 13 cri 
diameter of base 5.7 cm 
тай Мышаня, Athens, iw. тый. 14571 


WELKCTKD ERROR Рарапіфаін-Вакігкі, Мата and Bakirtzzs рну, ва 11) 
p; Тїеэи лийн gong, nü 455, рам (13 Гаралдл Нээлт 


The ceramic fabric is off white and hard. The vase 
has a low ring base, a calyx-shaped body and 
forms four lobes in the upper part. It has painted 
decoration and belongs to the group known as 
‘Polychrome Маге". The bottom is filled by а 
representation of a bird, which moves to the left 
and turns its head backwards. It has a long 
curving neck, open raised wings and short legs. 
Dots on the neck and scale pattern on the body 
render the plumage, The inside of the bowl is 
decorated with a band in a meandering patter) 
while the outside has a wide band of re-curving. 
stem. The decoration is executed in vitreous 
pigments: golden yellow, greenish blue and 
viscous white. Both the greenish blue and the 
white pigment are now altered. Black-purple 
paint is used for the outlines. 








| цус اك‎ Mar vases are perhaps the 


пит! frequents Палін examples of Byzantine 
аса [hey were ранее ІП workshops ІП 
Cimstantinople atl have 01 Found m small 
«нага а апо places in Ше [Мане 
ког, mainly ١ important administrative and 


наг 
lhessaloniki. However, they have been noted also 


һа the monastic centre on 


jal centres, such as Corinth and 
к. 


" гепице агсан, чи 


Mount Papikion on the slopes of the 57 
шашиайш range in western Thrace. 
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Glazed small bowl with a representation 
aj 
of a double-headed cagle 


Lai thirteenth or fourteenth century 
(шаг cl ceramic, Не ight 7 Lr свита igr ІШ гип, 


diameter of base | Ёст) 


{гш Мъже. Манета, ins eo куз 
илиптир» йерите ма Гараа: Ма, Млутїшкн and Шашпай ووو‎ 
pa Ер}. ҮН 

‘The ceramic fabric is red and hard. The vase 
has a low flaring base, a hemispherical body and a 
rim with a serrated edge. Seraffito decoration is 
found on the white shp coating the inside and the 
upper part of the outside of the bowl: depicted at 
the bottom is а double-headed eagle in its familiar 
heraldic form, with one head facing East and the 
other turned to the West. It is executed in 
medium-point зға Шо, while at some points 
thampleve technique is used. It 18 not known 
precisely when the double-headed eagle топ 
appeared, but its association with the Palaiologan 
dynasty 15 accepted. Representations of the 
double-headed cagle are encountered not only 
on pottery but also in sculpture, miniatures and 
other media. A vase in the Museum of Byzantine 
Culture, Thessaloniki, is decorated with a sgrajfito 
double-headed eagle and is dated to the fourteenth 
century Thessaloniki 1999, по. Ч, p.79). 

A pair of parallel lines runs around the inside 
of the rim, while around the outside is another 
pair of parallel lines, inte теспи with parallel 
oblique lines, The interior of the bowl has à 
yellow glaze, characteristic of vases of the Late 
Byzantine period. The upper part of the exterior 
bowl hasa green glaze. Scars from the use of 
tripod stilt during firing are visible at the bottom 
ot the bow]. 


DEMETRA PAPANIKCLA-BARIRTZI 


zi 
At Home: Metalwork 


gë 


аскет 


astern Аче астен, «шїїн гєлиїгү 
1111111177۲ . chaud and punched bres, ын, асле 
handle ші em; chameter 17: в cm 


Wei Miriam, Alem. im mo рида 
1111/1111 аре REED Гната ata] 11۸ وما هرشم‎ руй را‎ now үтү, yt 
وس امل سن‎ амсан Др OL 

А مه1‎ 

This brass, cylindrical bucket or ний was made 
by hammenng from a single sheet of metal and 
now has a green, and in some places brown, 
patina. Two lugs, fixed to either side of the rim, 
have holes in the middle for attaching the handle, 
which в made from a strong, curved, polygonal 
rod. On the exterior are three bands of 
decoration. The upper band bears the Greek 
шкспрпоп: УПЕМОМ ХРО КҮРКЕ) EN TIOAAOIC 
СЕ XPONOIC KE KAAOIC ЕҮТҮХЕ (Use this iri 
food health, master, for many good years 
happily), In the wide central band عا‎ à hunang 
scene with five figures in groups, chasing a lioness 
and a leopard respectively: trees, plants and a 
hunting dog complete the scene. The lower band 
has triangular geometric patterns. 

The bucket is similar to other vessels, 
distinctive for their uniform shape, identical 
techniques in manufacture and ornamentation, 
and common epigraphic elements in the letter 
forms and in the content of the inscriptions 
(Mundell Mango et al. 1989, рр.295 311; Mundell 
Mango 1995, рр.263- 82; Drandaki 2002; Arce 
2005, pp. 141—581. Their provenance = where 
known = ranges from Mesopotamia and Palestine 
to East Angha and Spain. Epigraphy and 
decoration point to a date in the sixth century and 
a manufacture in the Eastern Mediterranean. The 
buckets’ inscriptions and ornament suggest а 
domestic use, with one exception, which is 
decorated with crosses and bears a dedicatory 
Inscription indicating an ecclesiasical use, 
probably for holy water (Deichmann and 
Peschlow 1977, рр.39- 40). 

These buckets were designed to carry water 
and were probably part of the instrumenta балет 
(bathing equipment). It is possible that they were 
part of a set with jugs, like for example, a copper- 
alloy jug in Trier, whose technique, decoration 


and inscription are identical (Scholl 1994. p.231, 


pL xixa-b; Drandaki 2002, p.49). Such sets are 
also known from silver examples hike those in the 
Sevso treasure (Mundell Mango and Bennett 


1994; pp.319- 401). 
ANASTASIA DGLANDARKI 
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Spoon with inscripen 


Пъзели ии, carly seventh century 
Renen silver, turned (the handle) ond niellaexs [monogram and 
eon pom), тр x go em; bowl diameter 14 em 


irem напаткае Laid ela چو‎ бра б ва موو ماو‎ p 
үстеуін 

[his silver spoon is in good condition and bears 
the same monogram as the silver bowl decorated 
with niello work, also now m the Musée d'art et 
(histoire, Geneva (mv.no. Ap 2384; see Lazovic et 
al. 177, pp. 24-25 and 39-40, no.12). We can 
assume, therefore, that it i$ part of the same 
service; the two pieces were acquired by the 
museum at the same time, 

The bowl 18 connected to the handle, which 
has а lion's head at из end, by a circular 
monogrammer) disk, At the bowl end of the 
handle, below the lion's head, an inscription ts 
engraved in mello: PLAITTOYC@IAOYC (Love 
your friends), The spoon stands comparison with 
examples adorned with а boar's head, which 
suggests a secular use |Вагайс 1992, р.5). 
However, study of the monogram has revealed 
that it refers not to а name, but to а well-known 
invocation: KY PIE ВССНӨН) (Saviour come to our 
амі) (Lazovic et al. 1477, p.37), which, although not 
linking the spoon to any specifically liturgical 
function, connects it at least to a récipient eager 
to affirm his or her Christian faith, 


MARIELLE MARTIPSTANI-REBER 
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Spoon with flat handle 

Byzantiim, auth century (2) 

Silver, ц. E.» 5.3 om 

Colman des Мат» ыл et diam cie سا‎ Mille عا‎ entre, плик къса. АА! т 
LT ere Lime өт ab нүү, рат япа тї, 18:15 

This simple spoon has some decoration engraved 
on its handle, which depicts а naked shepherd 
holding a lamb in his arms. The figure, in profile 
and represented in а popular manner, cannot Бе 
interpreted as the Good Shepherd, а symbol of 
Christ, since he is depicted completely naked. 
The figure does, however, wear an carring, а 
prophylactic intended to protect the first male 
child and sometimes used for the Infant Jesus, 

as сап be seen on a fresco іп the Monastery of 
Marko, in Susica, near Skopje (1377—81) (Lazovic 
in Lazovic et al. 1977, p. i1), or for other saints in 
a number of mid-Byzantine frescoes (Sophocleous 
1994. no.12b, pp.82 and 136), including the icon 
of St James the Persian in Kato Paphos, dating 
from the late twelfth century. Like another spoon 
decorated with a victorious athlete and now in the 
Cleveland Museum of Art, Ohio, the shepherd 
reflects the bucolic themes of Greco-Roman 
Antiquity (Baratte 1992, p.12). It can be assumed | 
that this is an object for secular use, and it shows 
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the continuation of Classical themes m works 
mace for the пей, 
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Two spoons decorated with a panther and а Поп 


(Constantinople [csi went 


Silver, length 25, В cm (panther), lengh 257 6m dion 


Vhe Т гийг eid ther [тїз Манглит, | эгч на, ika dy Мару equ i 


۳8177 манал дива nina, сурав 
LATTE wr rr Ross Пайн ул нам (18. цал, Danara سرو زمر‎ dti өні ни 
үйл qi nhe qub amd qme d 
These two spoons have а Бгоас-пр ovoid bowl 
attached by a vertical disc to а squaresended 
handle. This is composed of a convex tube 
benween two balusters, the outer onc terminating 
ша ball finial. The inner surface of the bow! is 
ornamented with the profile image of à running 
animal in low relief, while the reverse side 1% 
incised with а foliate pattern 

Large and heavy spoons are a typical element 
of domestic silver plate of the sixth and seventh 
centuries, as argentum econum, part of a dinner 
service. Such spoons are also noted for their 
elaborate decoration, normally arranged تع‎ as 
to be visible to à person holding the spoon 
horizontally in the right hand, as is the case here. 
The two spoons here belong to а set of cleven, 
which would originally have numbered the 
customary twelve, The other animals portrayed 
in this set include a rum, а boar, а hare, а stag, 
а bear, a tiger, а griffin and a horse. All eleven 
beasts on the spoons feature in Roman or Late 
Roman hunting scenes, as human or animal prey, 
with the horse as the hunter's mount. The ram 
and bull are often shown attacked by felines, while 
the griffin was considered an exotic prey native to 
India. Plates, bowls and other vessels were 
decorated with hunt imagery, in either mythical 
or contemporary contexts, alluding to heroic 
exploits and, perhaps, game presented at table. 

The spoons formed part of the first Cyprus 
treasure, which also included the serving plate 
(cata), bowl (eat.45) and censer (cat. 36]. 


МАНІЛА ММЗ. мама 


103 


Sword 


Constantinople or "Thessaloniki, fourteenth or fina 
half ef the fafteenth century 


Steel, forging, engraving, length 111 می‎ 
Mee nie А кезі n o үр кірт uf, مه‎ 457 
The double-edged sword has grooves on both 
sides. A prayer is inlaid in one side along the 
groove interrupted by a low-relief application 
اس ومد رد‎ а bust of the Mother of God 
ing S HEIC. Child on her left | 


that he will mor Fab. This amd otber smular 
prayers are often insenbed en 1-۹ 
Byzantine weaponsof the period. This is 
ceremonial weaponry and 51 have been 

made for wealthy Сосо patios мїнэ put thei 
trust in Christ amd the Virgin. Ehe еўна 
Маде was таны likely made m Constantinople oi 
Thessaloniki. The sword was а chance find in 
i924 dung building eseavations for the Belgrade 
electric power plant; i wats buried in sand on the 
ruht bank of the 6 
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Bow! даа with Aphrodite 


Соны шиниңМе, tio 25 
Sihra, height 7:3 сэнс diameter i65 cm, Ісі wath 
handle 41.4 crm 


The на ٤1 وسه‎ аши. станцыг onal ун нөл 

Я urges. Мүмін. план od Lales, ۷‏ هله سوت 

атам вита валася Varios Intp, pop. Pig 4, en ۱٤ Dodd ний, и. Ha 

vs к الو هسلا‎ ўнік AE Meo ima 04, Гаранхн4аг Вакал дин. tà gt 
This deep, hemispherical, hammered vessel has а 
low ring Базе and a flattened trapezoidal handle. 
On the inside, a group of concentric grooves 
surrounds the edge of the body and another group 
encircles its centre, forming а boss with traces of 
mlding. The rim is decorated with incised spiral- 
meander pattern, and the handle, defined by a 
band of triangle motifs, with 3 representation of 
Aphrodite, half-naked and standing on a pillar- 
shaped pedestal with vegetal ornament on the 
front. In her raised hands the goddess holds a 
flower and part of the end of the ribbon in her 
hair. The decoration of the six-lobe projection of 
the rim consists of a schematic head of Oceanos, 
in frontal pose, in the middle, flanked 1n pairs to 
right and left by busts of young girls in medallions, 
in three-quarter pose, In the outermost single 
lobes are rosettes, The interstices berween the 
engraved medallions and the rosettes are Шегі 
with vertical wavy motifs. The bowl was most 
probably damaged during earth-removal works at 
the site where the hoard was found. On the base 
of the vessel are the five stamps of the reign of 
Herakleios (610-41). 


IOAN IS POAT ОН 
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Plate 

Constantinople, бог- 10 

Silver, diameter 134 ст 

The Палае. ساسحا له تاساسا‎ Byaarnnse ami Charla Museum, 
Алына, вам йу 


FRR Kraig, Myndene, iland of لصا‎ ays 


мастам REFERENCES: Vavriuas ۱0٤۸ р. Вар 4, mo 42 Dodd nift 
[cur a, Аймти НИ р. روا‎ хог Карага a ЧА la 


This small hammered plate has a low ring base. 
On the inside, concentric circular grooves 


surround the edge and corresponding. grooves 
encircle the bottom, where a boss is engraved with 


а Latin cross with finials, Ele ere 
“% 4 DE TE t 
Ме 


۱111161. [изге arc traces ol Ме dn Цы сің Ай 
Міс 

grooves ar the bottoni, Cn the lage of the Bis 
Vessel i 


а system ol Ime stamps which date ife piece | he 
üt 


^uch shallow plates 
with crosses are characteristic of the 


reum of Рока (нээ то), 
sixth апа 
seventh centuries (Leader- Newly 2004, p т 

à 1 


ты ТЕА Тог," 
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Plate 


111311011111 fur 25 
Silver, diameter 25, 6 cm 


Ih De Мэт Мангар 244 Шин: Ньязтаны 
اه‎ лы ligir 

Phi ў Ми аня Уба». нава nif ashes hijs 

Spr TI da MP FERES. Химия кїз. {* qi Fur iss p .د‎ ЇннЫ 
ma د‎ я Л л, run rg ў LUE: 


md ووو لا‎ М чин 


This hammered plate файлов) has а low ring 
base. On the inside, concentric circular grooves 
surround the edge and corresponding grooves, 
with gilding, encircle the bottom where there i 
a boss inscribed with a Greek cross with finials, 
Around the bess is à band with a wreath of ivy 
leaves in nielo. On the base of the vessel are the 
five official stamps made in Constantinople which 
date the piece to the reign of Herakleios (бто-- 41) 
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Three spoons 
Constantinnple, 610-25, 

Silver, lengli 22 cm; length 25.5 enm; lengih 24 ста 

The 11Ейслнн 5SUmisiry ad Сийшат, Dearie дені Сатан Мянгат, 

Alerts; iu. رسپ‎ пы гуй. кұш لصو‎ 

PROVEMANUE Кулигров, Мүше, шаг nf Lisbon, mni 

вета ве سی وو‎ Maritus нууд, poris Ён موا و‎ 1; Her غقوو‎ Пі, ЫН) 
dion په‎ аула À задни Чу ah рр зей =p дар 101, үйл 43 анд خو‎ 
These three spoons are not all of the same form. 
Some have shallow, some deeper bowls, and the 
handles too are of different types. The backs of 
some of the bowls are decorated with engraved 
palm leaves, 

The eight spoons in the Krategos hoard from 
Mytilene fall into three typological groups. The 
first, represented by four spoons (axm 901 904), 
is distinguished by the flattened and shallow bowl. 
and the fact that it іх the only one marked with 
the cruciform monogram CEBOY on the outer 
side of the disc-shaped element. Characteristic 
of the second group, with three examples (ВХМ 
405-907) of larger size, is the deep elongated 
bowl. There is only one example of the third | 
group (вхм 0908), which has а particularly concave 
and narrow bowl. 
IOANNIS TOURATSOO LOL 
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сн Avellery is formed fro 
[le elliptical piece о jewellery ( пя 


cylinder ol wold sheet, the hollow inside of which 
ss fillec with gri ins ol sand in order tà keep its 
shape. Phe midpoint of the upper side, м here the 
وې‎ ends of the g gold sheet meet, is masked hy a 
ving consisting of ten solid globules: On e ther 6 
of the ing are stamped two identical prerced-work 
cruciform monograms, абу ously denoting the 
owner of the 14 scribed within а double 
circular frame which is bordered to left and right 
ty one multiclobe and one granulated band. 
Around the remaining periphery of the bracelet, 
apart from its lower edge, which is also из thinnest 
point, run three fine grooved bands horizontally, 
between whieh two other bands with stippled 
decoration arc interposed, 

The type of bracelet (pseffron) is rare. The 
closest examples, but with simpler decoration, are 
a pair of gold bracelets of the sixth-seventh 
centuries, in a private collection in New York 
(New York 1988, no. 45, р. 59), and the likewise 
gold psellon по, 59.54 in the Dumbarton Oaks 
Collection, Washington DC (Ross 1964, no.4c, p. 
7; New York 1988, no.46, p.59; Baldini Lippolis 
1999; p. 182, mo. th), 
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Buckle 
Sixth еза centuries 


Gold, length 5,4 em; width of buckle plate ١ cm; 

diameter of hoop за cm 

MR 1>‏ هني 
٣١۰ Круга, Mylene, Lesbas‏ ۹ ۲۶ 

LETHE EVE SA. M neruos ныў, ie gar], وا یلاک‎ di ranî gy, mis 
Pages. Tasik ируул, nes وډه‎ ү, on (С. Вабаулеш ў, Maldini Lippia i 
P Fg. e 4-4, 4, Тони шымен ана! Chalkia інтікентінұ 

The buckle comprises an elliptical loop and an 
attachment plate, connected to cach other by a 
hinge consisting of six globules joined together by 
a fine catter-pin. The loop is cast, undecorated 
and has a tongue with a rectangular bar with د‎ 
mount for a semiprecious stone, now lost, anda 
solid hook decorated with a pierccd-work 
palmette on the back surface of its terminal. The 
plate is also cast, with a concave back surface on 
which the motifs of the front are discerned 
embossed and there are three looped strips (опе at 
the lower edge and two at the ends of the upper 
side) for affixing to the belt, The main body of the 
plate is almond-shaped and formed from three 
Concentric bands (the outer one twisted, the 


план Ке of contiguous piercedework tangles and 
the mier of горе pattern), which surround а 
repousse "eye; On the upper part ol the plate is а 
narrow ‘collar with rectilinear upper side and 
triangular finial, decorated with piercedework 
veometnc clesigns 

This type of buckle is not усту well known; as 
5 the case with the more widely diffused lyre- 
shaped ones, The closest examples are the gold 
buckle m the Dumbarton Oaks Collection, 
Washington DC (Кана 105, по. 5, p.B, AA دام‎ 
Baldini Lippolis 1609, p.2260, no. and two 
bronze ones (Csallany 1955, p.262, nos 2 3. pls т, 
2 and 325 а), 
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зға! 
Constantinople, Бон“ 25 
lironze, Бале 5,7 м 5,7 cm 
Ther Менін Манну aif سسموقا رشا‎ sad Clean Mises. 
وسلووي‎ кіра трыа: Ші ий ua 
«естіп ۶۴ وې‎ Аттын нуу, م‎ ТИП, ж. na 7; АМнти m^ р даи, 
ووا‎ ди 
The seal has in reverse a relief monogram 
(Maurikios [?], Staurakios [?]), and а ring-shaped 
vertical handle, on whose bezel is ап eagle with 
uplifted wings and à monogram in reverse 
[possibly for Herakleios or an official post). 
Perhaps the eagle with uplifted wings signifies 
that this was the seal of a consul. If so, the owner 
of the seal таун Maurikios or Staurakios) must 
have held this office. However, this armument is 
far from conclusive as the symbol used by consuls 
might have been appropnated by other officials. 
The name Maurikios is found on a lead bull in the 
Zakos Collection (no. 2812). However, if the 
owner of this monogram is identified as 
Staurakios, then the owner of the seal could be 
identified with the official known on a lead bull in 
Dumbarton Oaks (Martindale 1992, p. 1182). 
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Solidi 

Constantinople, (мі2--10 

Gold 

The Helienis Майшгү oof Саден, ұшы шый Cristian Мингин, 

RR кцы ihre, innen ot ملا‎ m 

ааа ами ин (4 Ойсна мам dam баракі ur Пы rg te 

On the obverse із а bust of Phokas, wearing а. 

crown surmounted by a cross and holding a cross. 

in his right hand. Jescription: DINFOCAS - PERPAVG. 

On the reverse іх an angel with a. sceptre 
surmounted Бу à cross and a globus وی‎ 

p VICTORIA-AVGV (officina), with, in the 


exergue, a further inscription: СОМОВ. 


113.2 
Natr 


1 "euo c pale ма» qu 


СМ 

Ilr (eles: Минь 44 айн, Маз” aid Інгілілен Alien, Aiha, ияш 
үү 

аір ARI مووا‎ А Ве лава пе. іи! له‎ | malawa uas 

Tr кетеңізін: deed Î, Û рып Ж, desir авг نس‎ 1 11-44% Matin 
ыы قا‎ ажы і پا‎ COM cona لا‎ im ийг 21 1: 1 бай Пішіні нын, М. жам ши ар, 
Шашы аі Ё 41 чид # Лей гийн, bia аг аа ١1:11 аб Майит ни, Hi saa 
насар Нана P, سه‎ абаім айл маў ^ Fei Шаш ний, in; micas її раў, Cha ira 
^ wr date ps Sao Pad Шай nahi, سه‎ Налы epa |14, Citra Ғ, jer dar 

нін б Нан ell doc re СИ Л сіва Е, pons lee اما‎ ras. Пай poi, 


Ш | 

On the obverse are busts of Herakleios (бте) 
and his «m Herakleios Constantine (G41), each 
with a crown surmounted by a 955. 7 
DD NN HERACLIUS ET HERA CONST CAES. On 

the reverse is а cross on а stepped base, Јетра: 
VICTORIA-AVGA [ohana with, in the exergue, 

а further inscripaon: СОМОВ, 


AS TOUR ATAOGLÜO / 
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Ewer with biblical scenes 

Rome (7), Шіс fourth century 

5ülver-gilt, 21.4 8.7 cm 

Coote cd سلا‎ Tree af ihe Sint) Miri af Semionov 1 
аена лен mani o рў E ME 
Mange; Fon Мгу aee. іна 75, пр i375 

This silver-eilt hammered ewer, whose handle is 
missing, has five zones of repoussé relief a band of 
acanthus leaves around the upper body; a pastoral 
frieze with sheep and butting rams; a band of 
grapevines; а figural frieze; and an ornamental 
base Бапа. The figural frieze has four Christian 
scenes: naked figures of Adam and Eve covering 
themselves with fig leaves and between them the 
Tree of Knowledge and the serpent; to the lefi, 
Moses striking water from the rock; to the nght, a 
scene interpreted (Fort Worth 2007) as the miracle 
of the quails in the desert (Exodus XVI, 13); and 
the Adoration of the Magi. The meaning of this 
unusual combination of scenes has been suggested 
as the redemption of human sin through the 
coming of Christ, with the water as symbol of 
baptism and the quails the symbol of the 
Eucharist (Fort Worth 2007). 

The ewer was discovered during the 
excavation in 1919 at the hill fort between 
Hadrian's Wall and the Antonine Wall, thought 
to be the capital of the Votadini tube. The find 
included more than 100 ріссез of silver chopped 
into pieces for its bullion value and perhaps 
comprising more than one set of looted domestic 
silver of the late fourth and early fifth centuries 
(five decorated flasks or ewers, large plates, at least 
50 bowls and basins, goblets and spoons) (London 
1994). As this was not а hoard of the same kind as 
the contemporary Esquiline treasure (cat. 12) or 
the late Lambousa hoard (cats 36, 45) or Krategos. 
treasure (cats 107, 108, 109, 112, 113:1, 119.2), 
there has been some speculation about the 
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circumstances of its burial: was и tlie pay of à 
Roman soldier living at the northern frontier, or 
was и the booty of brigands? 


ROMAN CORMACK 
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Silver-gilt weight from the reign of Theodora 
Constaminople, between 11 Даймагу 1054 amd 41 August. اې‎ 
Silver, gut, mirila, diameter 3 28 cm; кетін 3,90 g 

Thee Trivares of е Brita Misses. Landi, re موا‎ y | 

айй ласта roe [лкы and Сонг миру. үрли л, poat. Й 

Айын алғың, ва, 49, р gs C. Сабачы 

The obverse is decorated with a mmbed bust ol 
the Virgin Blachernitissa wearing a tunic and 
maphorion and a Greek inscnprion: OYTTIA MIA 
(oiryyia ша, 1 суд). The reverse's centre, which i 

in the form of a raised medallion, їх struck with a 
bust of the empress Theodora wearing a crown 
with cross and pendilia, a pearl collar, and а 1 
In her left hand she holds а scepire decorated with 
pellets, and in her right a globus cung. Around 
the edge of the weight is a partly niclloed 
inscription: ӨКЕ BOHOEI ӨЕОЛОРА AVTOVT TH 
ПОРФҮР/ГЕМНТО (гато]нг 61 066 
суси ратта] ту ۹ ه0‎ ۳۷۷1: Mother of God, 
protect Theodora Augusta Porphyrogenneta |. 
Much of the onginal aiding has been lost. 

The empress Theodora ruled for two brief 
periods in the mid-eleventh century: the first with 
her sister Zoe between 20 April and 11 June 1042, 
the second from the death of Constantine ГА on 
и January 1055 to her death on 31 August 1056, 
Coin parallels suggest that the weight belongs to 
her second reign (Gnerson 1973. pp.752- 3. pl. 
Lxi). The appearance of the Virgin Blachermtissa 
on mid-cleventh century coins may be connected 
with the sexcentenary celebrations of the church 
of the Blachernae in Constantinople, which had 
been founded and built around 450, The 
inscription on the obverse of this weight is 
problematic, suggesting as it does that the 
eleventh-century pound weighed approximately 
396 с, a figure far in excess of that proposed hy 
Schilbach in his comprehensive study on 
Byzantine metrology (Schilbach 1970, pp. 166-8), 
Possibly this is not a commodity weight at all, but 
some form of ипрепа! donative, 

CHRIS ENTWISTLE 
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One-pound commodity weight with two emperors 
Eastern Mediterranean, late fourth-filth century 

Leaded bras, блу » 6.2 cm; weight 923.76 ў 

The Trustees of ihe لملا‎ Musriem, Lorton, re «Ну 13-28 1 

SELECTED атата Halen vot, ni gis, prs Hired quasi, py ат? 735 
The weight is engraved on the face with two 
imperial figures standing sightly to right. Each 
emperor is diademed and nimbate, wears а. 





cuirass, paludamentum fastened by а stylised 
fibula, preruges and open-toed boots and holds a 
spear im his left hand and лм 1 ме in 
his nghi. In the bottom nght corner 18 ihe 7 
ola leopard with backward-turmed head with, 
above it; а tree, the lower branches of which 
terminate m berries, the upper m pound [eut M 
centre bottom is the denominational mark lor onc 
pound. Parts of the shields; cuirasses, 
paludamenta, sleeves and boots are laid with 
copper, the emperors’ faces, hands, legs, 
denominational mark and leopard s head with 
silver. 

The Byzantines employed а duodecimal 
weight system for weighing both coms and 
commodities. The basic unit of this system was the 
Byzantine pound (01), derived from the Late 
Roman pound, which appears on weights as the 
Greek letter lambda A {or ў), The Mra was divided 
into twelve ounces, the ounce into muluples of the 
«спринт, which, at 1.14 g, was the smallest unit of 
the bral system. The Піта was also divisible into 
72 solidi: the solidus, later known as the nomisma, 
was the standard gold coim introduced by 
Constantne the Great in 309, which was to retain 
is weight and fineness well into the tenth century. 
In addition to providing the weight with 
legitimacy, the two emperors symbolise the 
political unity of the empire at a time when it was 
split between western and eastern halves for 
administrative purposes, 


сини CSTW TITLE 
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Onc-pound commodity weight with 

imperial figures 

Easter Mechterranean, late fourth-fifth century 

Leaded brass, 5.6 ж 5.8 cm; weight 318.11 g 

"he اه موس‎ dye Вера مس‎ Lindon, ға ull -1.3 

érLrcTED seen! London يي‎ тиз. 11, p.50 ИЗ. ملساسامثا‎ Багы sos, 
him wand 4 

The front is engraved with a square frame 
enclosing two frontal imperial busts, diademed 
and wearing paludamenta. On either side of the 
frame is the draped figure of a tyche, appearing to 
support the frame with an outstretched arm; 
above each tyche is a cross, The tyche on the right 
has a mural crown and holds a torch in her right 
hand. Between the tyches is a kneeling, half-nude, 
female figure with arms akimbo; beneath her left 
arm is а shield and, flanking her head, is the 
denominational mark for one pound. The crosses, 
tyches’ faces, arms and parts of their drapery, the 
kneeling figure's face and arms, the mark and 
emperors’ faces are inlaid with silver (four of the 
faces modern restorations); the emperors’ diadems. 
and paludamenta, the frame, torch, crown of the 
left-hand tyche, parts of the tyches! and woman's: 
drapery are inlaid with copper. 





E _ 


The arrangement of ٠۶ i 
array imperial 4 
| il busts wi 
j ie 
m ihe Мені Collection, Houston: here 


ай кой-ИКе frame is paralleled on lin 
T Wey | 
* though 
abundance of 
ame Хана 
по knows 
я b А 1 
parallels for the kneeling female figure on «ы 

+ 4 * и Г 
Late Antique weights and her signifie 


Iwo persembhications, perhaps of the 
earth and sea, recline beneath the fi 


lortheoming, по, Ami 0). There ape 


ance in this 


{NEO [berg 
comm.) has suggested that the figure may bis С 
| | je 


context 1s unclear. Professor Cyril M 


(Tellus), although representations of hey cn 


mosaics, silver and medallions tend to show her 


either ах а bust or as а recumbent figure (Parris 
1084, по, 13, рр.122-5; New York 1179, no. t64. 
pp.185~ 6). Ge would, however, аз а symbol of 
abundance, be an appropriate motif for а weight, 
The two tyches presumably represent Rome and 
Constantinople, 


CHRIS ттл 


(18 
One-pound commodity weight with imperial 

hgures 

Eastern Mediterranean, late fourth: filth century 

Gunmetal, 6.7 x 6.1 cm; weight 323.71 g 

Ihe Trien of the British Murseum, Танийнл, ie موو‎ 

зарастаць eos Landon раў. no да, p qi C. Їнэ, Ertani aad, 

hg 4 

The front is engraved with two imperial figures 
standing slightly to the right. Each emperor is 
diademed and nimbate, wears a cuirass, 
paludamentum fastened by a stylised fibula, 

pteruges and calf-length boots, and holds a spear 

in his left hand and an oval shield in his right. In 

the bottom right corner is the figure of a rearing 

lion with backward-turned head with, above it, | 
a tree whose branches terminate in five-petalled 
blossoms. In the bottom left corner, within а 

square frame, is the denominational mark for ont q 
pound; above the head of the left-hand emperor, | | 
a cross, The cross, figures’ faces, hands and legs. 
shield bosses, mark and the face of the lion are 
inlaid with silver, parts of the sleeves, 
paludamenta and boots with copper. 

The composition of two standing emperor | 
attacking an animal or animals is common 6n 
Late Antique weights (see also cat ng). А one | || 
pound weight in the Menil Collection, Houston, 
provides a particularly close parallel, although the 
figures there are depicted within an elaborate | 
architectural framework (New York 1979; no. =a 
p.343). The figures on the above weight have 4 
often been erroneously described as military sain 
(either St Demetrios or St George, or St Theodore. 
Stratelates and St Theodore Tiro), but cuirass | 
diadem and paludamenta fastened by fibulae 4€ 
specifically imperial attributes in this period. 


CHRIS ENTWISTLE. 
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19 
Gold pendant 
Үнсэлт Balte, Бату Byzantium 

Е “ДІ rT 3118/111 1391 зімі ; | | 
[aser 
ги! ыу ٨7 
arx | 
ام لما‎ ші ган rally тін», Мат чу. ү cm 
ail + 

Maius nl Тин хан, Pu menal, Piom hamr, Ber aei 11 amd Міша 

А ин Nau | 
i T Fond اا‎ і, 


тым эр ЕЙЕЧ ЕУ ГТО Ка Імем н. ца най ре. яна 7) 
sp қ 


Гіс unusual pendant is composed of two sheets of 


gold foil laic over а fill material (largely of calcium 
carbonate with a resin binder). At the centre of 

the front side is a medallion with the bust of a 
winged female holcing up а cloth filled wath fruit. 
She is surrounced by а band of twelve medallions; 
the four medallions on the axes contain equal 
armed crosses and the other eight contain busts of 
an emperor in profile, echoing the conventions of 
design for obverses іп Roman coinage. The back 
of the pendant is chased with an cight-pointed 
star, cach segment of which is filled with a stylised 
leaf pattern. 

The pendant is fitted with two loops at the top 
for suspension, but the fragility of the thin foil 
suggests that this piece of jewellery was not 
intended for everyday wear, but probably served 
as а funerary adornment. The use of imperial 
busts can be traced to a Late Roman fashion for 
numismatic jewellery which involved setting actual 
gold coins and medallions (ог imitations of them) 
into the most sumptuous gold jewellery (belts, 
necklaces, bracelets). The foliate decoration of 
the reverse side finds its closest parallel in the 
reverse of an inlaid garnet pendant from the 
Olbia treasure in South Russia, now in the 
Dumbarton Oaks Collection (Ross 2005, 
pp.t17— 19, cat. 166), The female bust with fruit 
15 close to conte mporary representations of Ge, 
the personification of Earth, found on jewellery, 
textiles and mosaics of the Eastern Mediterranean. 
The abundance of the earth, along with the 
symbols of the Cross, and the imperial busts, unite 
in this unique and inventive composition to evoke 
тапу types of guardians, undoubtedly serving as 
an amulet for a wealthy deceased woman who 
lived, perhaps, on the north-eastern borders of 
the empire, 


CHRISTINE: KÖNDOLEON 
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Necklace 
330—356 


Gold, precious stones (twelve missing), 12.8 м 22.8 cm; 
plaques о Ge 3.23. cm 


МР. Gesdanddris Көшмімінгі Musei of Coe Art, Allen, ту n ret 
۱۹۸34۷ غا‎ [нйн Chrys hask (ancient Marsan) l'sphas District, Cyprus 
هغ لي‎ REFERERCES: Grabar нш, рі. әлі; Metzger مقر‎ 1. 
тукт 8997, Талшын Шаман нуур: p Ват Wanian 196), مهم ,اک هه‎ 
Luhsen-Admuraal 3004, na бда, pp. 279, 510917 


Six rectangular openwork plaques with fine scrolls 
and sapphires in oval settings alternate with pairs 
ӨГ hgure-ol-cight elements, cach consisting of 
emeralds anc garnets mounted in settings 
separated by pearls threaded on gold wire. 
A seventh opemwork plaque mounted with a 
rectangular emerald and with а pendant below 
forms the central element. 

This necklace is а fine example of the 
openwork technique (auhbsen-Adrmiraal 2004, 
по, 692, p.316) often called opus пеела хе, а term 
originating with Pliny (N.H. хиа), although the 
Greek term йени pierced) ін more accurate 
(Ogden and Schmidt 1990, pp.5- 8, 10:12. It 
encompasses a distinctive variety of jewellery 
encountered in Mediterrancan regions from the 
third century to the seventh, characterised by thin 
pierced sheets of gold (Ogden 1982, pp. 34. 43), 
creating а lace-like effect, often combined with 
precious stones. Although the production centres 
remain unidentified, the distribution of rypes 
attests to innovations introduced by goldsmiths, 
who continued to draw on the Hellenistic, Roman 
and Near Eastern traditions for shapes and mons 
(Yeroulanou 1999, no.31, pp.15— 27, бо, 191—7). 

The necklace from Cyprus has been 
interpreted as а diadem based on fourth-century 
representations (Grabar 1966s, pl. 200) or as an 
ornament sewn onto a ceremonial robe (Metzger 
1580, pp.4-5). Chis view, supported Бу the absent 
clasps, the presence of side holes, wire frames and 
incised Greck letters at the back of the elements 
(Niemeyer 1997, p.192), 15 corroborated by из 
recovery from a tomb together with other 
jewellery (Oliver 1996, p. 140) and personal items 
attributed to a woman of some rank. 
MARIA DHtGGA-TOLI 
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The Berlin Collar 


Second half of the sixth or first half of the seventh century 


Gold, emeralds, sapphires, one amethyst, pearls, 

diameter 2% cm 

Жалан” Mareen га Dash, Aetidocnsarambung, ure yore. 505 

وسو scecalled! Мамиш open, Care,‏ مل له argred as pani‏ متوو وم 
امجهسیمللحنا (атанға пъ the em Gan‏ 

тишет re Байт нуга, Denes iil. рд гү یپ مه‎ хаснагүкт 
The Berlin Collar is the only broad collar with 
pendants to have survived from the Early 
Byzantine period. The technique, the elaborate 
motifs of its pierced work and its settings all 
suggest that it dates from the second half of the 
sixth or the first half of the seventh century, A 
dating to this period is corroborated by the dates 


of a necklace (cat. 125) and a pair of bracelets from. 


the same treasure: they were probably made as a 
get together with the collar, that 1s in the same 
workshop at around the same time (Yeroulanou 
1999, no.228, p.245 —— — | 
broad collars with pendants like the Berlin piece 


were reserved for Constantinopolis and 

Roma, Maria and Agnes [personifications of 
Constantinople and Rome, and the Virgin and St 
Agnes) in impenal attire, and female members of 
the imperial family from the early fifth century 
onwards, It is thus possible that broad collars with 
pendants were considered regalia at the time the 
Berlin Collar was made. 

Richly decorated with emeralds, hyacinths 
isapphires, one amethyst) and pearls, the Berlin 
Collar stands out among other pieces of jewellery 
from the same penod. According to literary 
sources and images, these materials typically 
appear on regalia. Although the use of emeralds, 
hyacinths and pearls on normal pieces of jewellery 
was not forbidden, an edict from the later fifth 
century states that these materials should not be 
attached to, and had to he removed from, certain 
pieces of jewellery, most probably regalia. The 
same edict also decrees that regalia and imperial 
jewellery should be made in the palatine 
workshops. 

The shape of the Berlin Collar and its 
materials may therefore suggest that it functioned 
as a regalium for a female member of the imperial 
family and that it was made in Constantinople. 


TOLE‏ ان ناه 
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Necklace 

Constantinople (7), seventh century 

Gold, length 35.5; diameter of medallions 2.5 cm 

Суран Meram, icri. Deparment ol Аладин, iv nn ла нү уі 


مک наты i; panc haa‏ ماع probably (нын Lastina iK уг‏ ههو وموم 
Мг Seophywor hinaman‏ 


mürtmiwcEsr leraian Нут poe, placa, Fourageenghsa д, рс‏ ېټ 
This gold necklace is composed of nineteen‏ 
medallions linked to each other by loops.‏ 

The medallions are decorated with scrolls and 
cross-shaped ornaments in а pierced openwork 
technique. The two ends are fastened by hook 
and loop. The openwork technique is found in 
other precious jewellery of this period. It is 
quite probable that the necklace was buried 

in Lambousa during the Arab raids on the city 
in 653 and 654. 


БАУЫ FLOURENTZCA 
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Necklace 

Anunoc, Egype, ІШІН сетишгү 4 : 
Gold with sapphires, amethysts, emeralds and pearls, 
length 42.8 cm | 

Вела Маеш, Асн, itv. ni ёта. are A үс 
ARLE TE БЕРЕН ЕМЕЛЯ; Du | ! нв, р: 
Üenrguula ни macies pT вер etica 
The gold chain is strung with beads of sapphire, 
amethyst, emerald and pearls. Between the beads 
and beside each link of the chain are small spacer 
beads of gold. The hook and the loop for fastening 


CATALOGUE ENTRIES 110—123 409 
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the necklace are attached to the terminals by plam 
gold discs. 

Necklaces. of this type have been found in 
treasures or hoards, burned hy their owners «иг 
а pernod of invasions and now important evidence 
for studying and for dating pieces of jewellery, 
The closest parallel for the Benaki 7 
necklace is in the Dumbarton Oaks Collection, 
Washington DC, and comes from the Piazza elella 
Consolazione treasure, discovered in Rome (Ross 
1905, no. 18, pls а and 1), Beads of prec ius stores 
and pearls alternate in the same manner on the 
chain, and there are likewise small gold spaces 
beach adjacent to each stone. Pieces of jewellen, 
from the treasure, now dispersed im s arius 
collections, are «шей to the early filth century. 
The similarity of the necklace to а comparable 
piece from a particularly sigmhicant treasure found 
а Carthage, now in the Brash Museum. London 
Пим. по, МА Ar 323-330, Тай 1986, p.98, pl. 220 
conlirms this dating. The plain Ішіс discs 
connecting the hook and the loop of the fastening 
occur on a necklace from the Аи treasure in 
Egypt (Dennison 1918, по, 13, pl xxxi Similar 
discs on later examples of the sixth and seventh 
centuries are usually of тсе or pierced work. 

Necklaces sirung with rows of precious-stone 
beads seem to have been a basic item of 
adarnment of every empress or wife of a high 
official, as attested by the depiction of Empress 
Theodora and her retinue in the mosaic in San 
Vitale, Ravenna (fur. 0), ах well as by other 
representations on coms and ivories (see the 
consular diptych of Stilicho: Volbach 1961, рі. 62), 
Furthermore, the copious use of precious stones 
in jewellery of the period bears witness to the 
llourishing trade with the Orient, particularly 
with the Inches and Ceylon. 


ANIA TERH OTA 
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Chain necklace 

Byzantium, sixili-scverh century 

Gold and scmi-precious stones, length 42,7 cm 

The Үүдэн An heman. Павага, 5j. 

FRIVERANCE раа ит ley D Keim ни тш beg her párres uf اطع‎ кімің 
Үтікті, al яам te be ігіліп Fauni, ири 

Ler Boe, Halime губе, no jp үүр په‎ 137; Mew Yes mili, 
тілей, р.п, Vermilascni dpt, ون‎ ۸7, паі, rpg Бе зыш, 511 

"This necklace represents a tradition in early 
Byzantium, rooted deeply in Hellenistic and 
Roman Egypt, for the display of wealth and social 
status (Brown 1984; Urbana-Champaign 1989, 


грри-2а, 32-3, 159 751; Walker in New York 


2000; Ross 2005, pp.1—70). The gold-wire chain 
links a varying alternation of shaped and coloured 
beads between terminal cross-medallions at the 
ends. Details include, at the сар. any) convex. 











both ends inte looks chat twist mte opposed ۰ 
angle planes. 

Pearls, highly prized by the Byzantines, begin 
the sequence at the clasp medalhons. Pearls at Мик 
tone wore associated with ihi nselli, with Christ 
and sometimes with Aphrodite, who is мэ аяг 
in popular culture МасСон! 1988, pp. 8 - 76 and 
147-40) Ross 2005, nesta, рра 10; Terry and 
Maguire 2007, pp. tga qo. The pearls ane used to 
create space between amethyste of two tones, like 
watered анд нама асва wine, à stone шаш ій 
antithesis to diankenness; in a similar was 
emerald-like glass beads of a colour associated 
with verdure and esteemed for its protection of 
women's health аге placed i repeated mear- 
pannes of shapes amd colours across the span of 
the wearers neck, 

The gesture of closing the necklace and the 
protective design af its Йога cross terminals links 
and binds physical securing with spiritual security: 
ith Howering into eternal Ше, They point to the 
Byzantine адорцоп of the Egyptian lotus, the 
flower that rises from the Nile, with life-giving 
divine associations (Koss 2005, р.г; Rudolph 
1995, no.824 and рі. 28: Urbana-Champaign 
1999, no. At, pp. ДЇ and 61), 


LUXICE DAUTERMAN MAGUIRE 
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Gold necklace with sapphires and emeralds 
Probably Constantinople, late sixthr-early seventh century 
Gold, emerald, sapphire, sardomyx, pearls, length 70 cm 
далы ber Morn ға слі. Алага аттара, im кып, porta, alll 
баз Ман paepal сү Hes kist аланаў ун бий 
py 
The necklace consists of 28 elements, The 
centrepiece is а mounted sardonyx cameo with 
the head of the goddess Artemis, which کا‎ 
probably contemporary with the necklace (Spier 
2007, p. 140, cat. 768). Fourteen six-petalled 
flowers in openwork technique (opus interrasie! 
alternate with near rectangular emeralds in bezel 
settings and oval sapphires in claw settings, each 
surrounded by rows of pearls. Even though 
framing strings of pearls appeared from the third 
century until alter Byzantium, the opus méerrasile 
elements clearly mark this piece as Early 
Byzantine. Also typical for this period is the use of 
sapphires and emeralds, while in the Middle 
Byzantine period precious stones were usually 
replaced by colourful enamels. 

However, the precise dating is debated. The 


necklace is part of the so-called Assiut treasure (see 


cats 121, 127), Whose 36 pieces were apparently 
collected over a long period and date from the 
fourth to the seventh centuries. Although coins on 
other pieces (such as cat. 127) provide a terminus ad 
ог post quem, this necklace lacks. internal clues for 
dating. 2 сап only be dated through stylistic and 

parison, In fact, very few pieces of 


sa Gr p b Por a 





Gold, diameter of necklace 24-5 em; height aps а д” BN 


саби =ч, Vereulunmd ing, 113:148 gll, lig 42, р 158, биз туу, аа: Т 
goog, ار‎ тйк; Munich жом, pty ari 1 5 


Кай Byrne (ме сан be dated vehial 
Patz-Horster and Veronae suggested д die 
агавий soo, while Stolz recently placed й m the 
sane werkshep as eat it, whieh she dates 
convincingly on the basis ol analyses of setting. 
auc siyle of the pierced work to the late sii rm 
багу seventh centuries, 

The пес лсе is umque imn its combination 
of mund аме шіетпшіг elements and menter] 
precious stones, Circular openwork discs were 
(quite commun as necklace ior bady chain 
elements and clasps, bur either alternate with 
ummounted precious stones such zs amethyst, 
sapphires or emeralds, or consist entirely of 
openwork dises (for example, Georgoula 1999, 
paor lig. 217; London 1094, 77 


ANTJE Diss] МА М-НИ 1 
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Gold body-chain 


Hearne, нілін pariy seventh century An 
Gold, lengih 72 сіп, «илилст of large medallions 7,58 cm; 
wight 6432 Ê 


This Trüsices of لا‎ Шаһ Мышы, London, кк (wifi рү 
канал aril in гурт 

явї стар xbrkRkr cr. Meun مه یکو‎ Ее, London 177; سه‎ dep London 
ena. no cj, Munich Фока, тык ра 

This outstanding piece of jewellery is one of 36 
objects, ranging in date from the third century ap 
or earlier to the seventh, allegedly found in 
Middle Egypt, either near Assiut or at 1 
Абада [Antinoopolis), before 1909. 

The ornament consists of four chains that 
passed over the shoulders and under the arms of 
the wearer, crossing on the chest and back, where 
they are joined to large openwork gold medallions, 
pierced in the goldworking technique often 
referred to as opus imierrasile. Each chain consists 
of a linked series of 23 small openwork dista, 
of two patterns, namely a quatrefoil enclosing 
four cinquefoils, and an eight-petalled rosette 
containing alternating trefoil and spear-head 
motifs within the petals. These two designs 
recur in the large medallions, each of which 
incorporates one central and six surrounding discs. 

The chain, unlike that from the Hoxne 
treasure (cat. 131), is large enough to have been | 
slipped over the head by an adult woman. Loose | 
body-chains of this kind and small, closely fitted. 1 
ones, are both depicted in Roman art. | 
CATHERINE JOHNS 
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Gold necklace with pendant 

Probably Egypt, late sixth-early seventh century 
За} Муасса ви Berlin, Anciemammlüng, ите no дазни ادا‎ 


RELISTED AFIR Cin: Derenin ۱018: ея 4, 4, Китов) هووا‎ те 
Dopperi-Lipricry, Hamm нусй, no ant تا‎ ааа Ноги), Niemeyer vr 


Mare Horner Sache тоот, pp sac М8” 
драги ga, різ it a; Stole fortheoenmy 


This heavy nnt Мәсе (547 489 consists Га Torque 
[ 
аме ol она coins Irem the 


an 
holding + "ep 
as el Дайн! Ііл27 69) to Maurice (аве 


ids سال‎ м the Creek words С Ішін) 


вол, and à 


and ZEH lies 
из imperial mecallian 


the семера 1۹ host), lm thr 


сетте ва 
qepresenting « an emperor, possibly Constantine the 
Great, wiih a personification ol he city ol 

Consti inal on the reverse Baal sides bear the 
ис img iniscinmprion КҮРЕУ ВОН ЕТ TH 
ФОРОУСА | ‘Lard, help the wearer). The female 
ending indicates that this necklace was worn by a 


woman, The broad opia enderravile frame of the 
Пай, 
circular pendant surrounds a песін Поп showing 


ihe Аппипстайо!! and the Wedding at Cana on 


ihe pever- 

The necklace is part of the so-called Assiut 
редките, which consists of 30 high-quality pieces 
uf gold jewellery adorned with pearls, sapphires 
and emeralds, dating from the fourth to the 
seventh centuries and probably buried іп the 
middle of the seventh century (see cats 121, 125). 
Among them is à counterpart for this necklace 
(Lawton 1984, p. 182; Kunzelsau 1995, no. F2), 
probably forming a pair for a married couple, 
most likely made on the occasion of their 
wedding. The latest coms provide a clue for its 
dating to the late sixth to early seventh century. 

A similar but smaller pendant (7.64 cm) has also 
been identified as wedding jewellery, perhaps for 
the marriage of a daughter of Emperor Tiberios 
іп 582 (Munich 2004, no. 505), but, according to 
recent research, it was most likely made for а non- 
impenal couple (Stolz forthcoming), 

The provenance of this necklace 15 uncertain: 
Platz-Horster (2004, p.286) argues for courtly 
circles of Constantinople, considering the quality 
and value, as well as the imperial and religious 
iconography. However, Stolz (2007, pp.556 —7) 
convincingly suggests production in Egypt, 
especially because of the three-petalled rosettes, 
Which appear mostly on jewellery found or said to 
have been found in Egypt, 

ANTJE BOSSELMANS-RUICKBIE 
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Gold coin-set pendant 

Eastern Mediterranean (2), mid- to late fourth century مه‎ 
diameter 9.2 ern. 


т. на i te لالا‎ Митат, London, rr دد‎ 
. ۲٢۲۸ه سح‎ Тин 19-14, London: 
гъз i Епинєаийг| улыг: Шығар; 


In the centre of this gold hexagonal openwork 


pendant with suspension loop is а. double-solidus 


of Constantine the Great (306-37), with a profile 
bust of him on the obverse, and the confronted 
busts of his two sons Crispus (died 326) and 
Constantine 1 (397 40) In imperial costume оп. 
the reverse. Inscriptions on the reverse indicate 
that the coin was struck at the mint of Sirmium . 


other Late Antique jewellery to provide a | 
allow gases to escape during soldering (Rosenberg 


ipresent-tlay Sremska Mitrovica, in Serbia) in 321. 
Surrounding the com are six exquisitely executed 
Londo busts im high relief. They are (from top right 
Clockwise): a female wearing a tara anel veil: а 
hearded male; à female with crown tress a male 
wearm а Ргушап сар; another female with 
crown tress) and, finally, a male wearing a fillet’ 
The pendant is опе of five perhaps from the 
same necklace: а further hexagonal анд а circular 
example are now in the Dumbarton Oaks 
Collection, Washington DC; a second, slightly 
damaged, circular example іч in the Louvre, Paris, 
and, finally, the largest of them all, an octagonal 
example is in the Cleveland Museum of Art, Ohio 
(Deppert-Lippitz 1996, pp.30— Бо), Despite the 
care taken in the издилфиайзатот of the busts 
noticeable in their hairstyles and physiognomy = 
both their identification and the reconstruction of 
the iconographical programme behind them has 
proved elusive. Only one of the above busts, that 
of Attis with his Phrygian cap, сап be identified 
with any degree of certainty. Dating the pendants 
has proved equally problematic. A very closely 
related gold mount in the British Museum, 
London, was purportedly found with six gold 
aurei of Constantios П (437 61), leading to a 
proposal of the middle of the fourth century for 
the pendant's manufacture (Buckton 1982-84. pp. 
14-20), More recently, on the basis of 
comparisons of the tondo busts with Theodosian 
metalwork, a date in the later fourth century has 
been suggested (Kass 2005, pp. 147- 9 [Boyd]. 


CHRIS EXTWISTLE 
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Gold pendant cross with Christ, the Virgin, 





St John and two saints. 
Egypt 2 боо уо 
Gold, 8 х 5.3 cm. 
Domi Washingsn Бутапинг Clerk! ке іт 24 
nime hendrer vid باستحا‎ Freer: Mr aed 
ete лы. Wanna DC, 1977; Dursbanoe Әзіз Research 
وت‎ ears 


збаўца 
و‎ 


ied Жей сөзі дес سا‎ 


soldering it toa flat piece for the back. The 


дере is derived from. a technical 





into the rear panel in a technique known fron 





1928, اول صن‎ 152). The fact that the. cross bears a 


stylistic and iconographic resemblance | te another 


in Cairo (Werner 1936; p.183) has led to a 


tentative attribution. to Egypt. 


Christ stands in the centre with arms 
outstretched, revealing nail holes in his hands and. 
feet, ‘The four holy figures in the medallions on 


the arms of the cross are not labelled, although the 
cruciform star on the veil of the woman at the top 
identifies her as the Virgin. The bearded figure at 
the bottom is probably John the Baptist. Although 
Christ may appear to be crucified, given the nail 
holes and the rectangular sign over his head 
inscribed IC XC, analysis of certain significant 
details has shown that the image is more 
complicated (Wessel 1060, рр.09- 104). For 
example, although there are nail holes, there are 
no nails, Christ's head 18 erect and his eyes open. 
He wears, not the calobion, the long, sleeveless 
garment of the earliest Crucifixion images from 
the fifth and sixth centuries, but the tunic and 
pallium, an ensemble relating to his earliest 
incarnation as а young teacher or ruler. Fle is, 
morcover, youthful and beardless. All of this 
suggests that the image portrays not Christ 
crucihed, nor again the living Christ, but the 
eternal Christ, triumphant and bearing the marks 
of his passion. | 


JOUS MANSON 


I30 
Chain 


Зах мелі cenruries 

Саі, length of chain ài em; length of pendant 2-4 cm, 
ich 7 

Colina, Шүтэн ағы) (Hirman Alam,‏ اه Heller Микаагу‏ سا 


Мінті, xxu і 
لت و یا‎ з Клава, Мүшіспт; Lev 


HELACTKD 111718 حق‎  Vavriexas Ир, pF, ті, gr. c; Mbena û, Іші. үг, 
pre зар б; Thomae] ډوه‎ nei $17, резене عا‎ Balioa Тийн Грцалйа 
Meade, баню Е 

The chain consists of бо circular links, 1.4 cm 

in diameter, which are concatenated by 
figure-cight rings. At one terminal is а hook, 
while at the other is a pendant, the lower side 

of which کا‎ double-arched, with a pair of leaves 
hanging from each of the resultant three points. 
Оп the front of the pendant is а pierced-work 
representation of confronted peacocks, on either 
side of a "Tree of Life’. This is one of the most 
popular symbolic representations in Early 
Byzantine art, and it occurs frequently in 
jewellery and particularly on lunate earrings in 
the sixth-seventh centuries (Yeroulanou 1999, 
nos 488—508, рр.186, 281-3; Baldini Lippolis. 
1999, nos 2, 4—8, 12-17, 21, pp. 104, 105, with 
bibliography), as well as one pierced-work 
necklace clasps of the same period (Yeroulanou 
1999. p.32, fig.235, nos 62, 65, бб, pp.215- 16). 
However, this type of chain with large links, 
pendant and the manner of securing it with a 
hook is rare. The only similar example known is. 
the other chain in the Krategos hoard, axa 878 
(Vavritsas 1954, p.327, no.7; fig. i; Athens 1964, 
no.390, p. зб Thessaloniki 1997A, no.228, p.201; 
Baldini Lippolis 1999, p.225 no. t, fig.14). 
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Gold body-chain 

Gallo-Roman, lave fourth century 

Gold, amethyst, gamet, length of individual chains, 37 - fi cm; 
weight 240.5 g- 

The Teter ai Цы ра Anam, London, vr: d 4-8 4 


Feiss: krramuaw шике foul аг Fine, 51 قو مله۱‎ 
13-15:17 кігггізега айта шінің; edens henn 


The body-chain is the largest item of jewellery in 
the Hoxne treasure. Found in 1992, the complete 
hoard consists of gold jewellery, silver tableware 
(chiefly spoons) and around 15,000 gold and silver 
coins. The two latest coins were issued in Ap 407 - 
98, so the entire hoard must have been buricd 
alter that date. 

Four flat multiple loop-in-loop gold chains 
with lion-head terminals are joined to form the 
upper-body decoration passing over the shoulders 
and under the arms of the wearer, and crossing at 
the front and back. The decorative junction at the 
Iront, permanently linked to onc end of cach 
chain, is а roughly oval gold setting for nine gems. 
Only five gems survive: a cabochon amethyst in 
the centre and four almond-shaped gamets 
alternating with four empty circular cells, which 
may have contained pearls. At the back 15 another 
connection, in the form of an octagonal open- 
backed mount with foliate decoration, set with a 
solidus of Gratian (ap 367-84), minted at Trier. 
This clasp is a re-used pendant from an older, 
probably third-century, jewel. Two of the links at 
the back can be unhooked, so that the chain 
harness, which would have fitted closely on the 
torso of its wearer, could be put on and taken off 
casily, 

Body-chains (often known in the literature as 
‘breast-chains’) had a long history in the Ancient 
Near East and in the Greco-Roman world, but 
relauvely few examples survive. In the Roman 
period, they were frequently associated in art with 
nymphs and with Venus and Cupid, and may well 
have had symbolic values connected with love 
and, possibly, marriage. 
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Gold belt-buckle 

Constantinople, seventh century 

Gold, length 7.4 cm 

Whe Trostess له‎ ior гібкі Манга, Lemdem, et нийл زګ‎ 

SELECTED REFERENCE Dirumels 1585, n, [. 10, p.565 (T1. сл! 

"This gold buckle with a cruciform plate is joined 
һу a hinge to both tongue and loop. The top of 
the loop is incised with crescent shapes, each with 
two reserved granules. The tongue is punched on 
the top with a fret design and under the tip of its 
tongue with a craftsman's mark. Near the hinge, 
the plate is chip-carved in an engrailed design in 







Latin cross, the head and arms 


GUE ENTRIES 131-135. 


scalloped and the foot terminating in a roundel, 
On the back of the plate are four attachment hugs. 

The buckle falls into a small but closely 
related group, all possibly from a 
Constantinopolitan workshop. The closest 
comparable example, on both stylistic and 
technical grounds, is in the Dumbarton Oaks 
Collection, Washington DC (Ross 2005, no. 4F, 
pp.7-8, рх), Although the outline of the plate 
differs in many respects, the general shape of the 
tongue and loop, the construction of the hinge, 
the use of the fret design on the top of the tongue 
and, on the loop, of incised crescent-shapes with 
reserved granules are all exactly reproduced, The 
Dumbarton Oaks buckle has been dated to the 
first half of the seventh century on the grounds 
that it may have been found with two solid of 
Herakleios (біо- 41) struck at Constantinople 
between бїз and 630. 

Similar decorative motifs = generally 
consisting of an arrangement of crescents, 
triangles and dots and known as 'Punkt-Komma' 

can be seen on other sixth- or seventh-century 
AD buckles from, mier айа, Hama in Syria 
(Baltimore 1947, no.468, p.99, pl.zxvr, Mytilene 
in Greece (Athens 1964, nos 392—3, p.367), and on 
diverse belt-fittings from Antioch-on-the-Orontes 
(Ross 1952, pp.31—2, fig. 4). 
CHRIS ENTWIETLE 
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Gold strap-end 

Constantinople, seventh century 

Gold, 3 x 2.4 cm 

The Trusers of the Тина Museum, Londen, rr ifla. 5:71 

XLLECTED вдигна: хийж ина, no-3, pp 747 ба ها وص‎ 

This gold strap-end of hollow-box construction 
has rounded ends, straight sides and an opening 
for the strap. The front کا‎ embossed and chased in 
imitation of both granulation and swaged wire, 
and chased with motifs, including a heart and 

a crescent with two reserved granules. On the 
reverse is an embossed trefoil-like plant motif 
and further geometric ornament. 

Belts in the Late Antique period were 
decorated with numerous fittings, including belt- 
buckles, tongues and strap-ends: one example 
from the Mersin treasure in Cilicia, for example, 
consisted of nineteen individual components 
(Werner 1974, plavu). The above strap-end 
would have been the terminal for one of the 
many pendant straps with which such belts were 
embellished. The popularity of this type, and 
the ubiquity of the *Punkt-Komima' decoration 
employed on it, is attested by numerous finds from 
outside the borders of the empire: both in high- 
status Lombardic graves such as at Castel Trosino 
and Trezzo sul" Adda (Brescia 2000, p.68, fig. 44, 
no-342, Р.79, fig.49, no.39a, pp.85- 6 and 88), 


“аз well as іп Avar graves of similar status-at the 


Hungarian sites of Iura, Намаа Вык, | 
pustza, Hernád and Medina (Са "m 2 “9 
r «ни, 


pp.sa36- 7. pls 875 03, И has heey much 
debated whether these are to be ШЕ ИТҮ 
ec 


to Constantimapolitan as oppos 
i cd to prov 
Умира 


5e] pure 


workshops, or whether they repre 
imitations by Lombardie and Ахаг 


ly local 
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Crossbow filaula 


Constaninople (7), г 480 
Gold, 1649 x 5.5 x 4 cm 


Leni ін alie Мана موو‎ Мын uma dul Am Xe Wis 

Та абе, Cui, нкү 15815, 117 w аб, Phir ыла, Lila м bas 
ввожънамск. гэн шал imin Вгініні, صا‎ ql 
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This elaborate gold fibula is the largest of its 
type tà survive, The pierced goldwork decoration 
неле the Importance of Christianity through 
the face, headplate, decorated with a tall, thin 
cross rising from acanthus leaves. As often found 
on liturgical crosses, the Greek letters alpha and 
omega extend from the cross arm with the tip 
transformed into a Chi Rho encircled in a 
tnumphal wreath, Acanthus scrolls fill the sides 
of the extended rectangular face with the sides 
of the triangular foot decorated with simpler 
geometric patterns. Gold crosshow brooches like 
this were symbols of rank used to fasten the cloaks 
(chlamys) of Byzantine dignitaries, as seen on the 
attendants of the Emperor Justinian in the mosaic 
at San Vitale in Ravenna (fig. 1). 
Eight related gold fibulae survive whose 
find sites extend across the Byzantine Empire, 
including graves of border peoples given Roman 
rank in exchange for peace and/or military 
service (Deppert-Lippitz 2000s, pp. 56-79). The ۱ 
Metropolitan fibula is similar in its triangular foot 
to а fibula found at Apahida, Romania, in the 
grave of Ombarus, one of these border figures 1 
(New York 1999, ٥٥.36, pp. 30 1; Deppert- | 
Lippitz 20008, p.57). The size and weight of | 
the Metropolitan fibula suggest that it was for 
a person of great importance within the empir | 1 
or on its borders, While such gold fibulae аге: 1 
exceptional, the construction of the Metropolitan 
fibula has been shown to be similar to decorated 
fibula in less precious metals and thus not й 
necessarily a work of an imperial workshop 
(Dandridge 2000, рр.82- 4). 
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Bracelet "E j 


Eleventh-rwelfih century 


Silver, repoussé, chased, traces of gilding, niello, که‎ 53 


|| 57 ТЛ 


юань NUNT ' ien ic aic 
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[hisce licdrical bracelet 18 similar bo cat. ГА 
н 1s 4 


Коп less wide. The design is compressed and 
Диме 


ud Не rectangular panels have been 
simplified: the rectangular ps i 


пик, the interconnet ting rouncdels 6 
пише, 


become mere dot and the large almond-shaped 
эг 
matils 


roundels. | | 
The main feature of the bracelet is the 


are of equal importance to the central 


arabesquesstyle ornamentation, executed 111 6 
an a silver background and vier versa. Arabesque 
«сто and pseudo-Icufic motifs belong to the 
oricntalising repertoire ol Byzantine 
amamentation and are the two most characteristic 
features of Istamic art that spread beyond the 
frontiers of the Islamic world. In Byzantine 
illuminated manuscripts the various forms of 
scrolled arabesques were used as decorative 
designs on furniture, metal objects, articles of 
everyday use and fabrics such as hems of garments 
ог Бейсометъ, Sometimes also called vermiculated 
scrolls, they often appear in architectural 
decoration and painting, especially in the twelfth 
century (Pelekanidis et al. 1973, pls 125, 139, 298 - 
9, 308, 3111; Мерам and Hawkins 1962, p.336 - 46, 
fies 42, 52, 53. 55). At their best they are applied 
on metalwork, in enamel or mello (New York 
1997, по. 300, pp.4bo - 1, no, 994, р.497) 

Similar scrolls in Islamic art are found in 
jewellery, silverwork and pottery design (Spink 
1986, p.28, no.5; Hasson 1987, p.94. no. 127; 
Jenkins 1992; sce also cat. 136. Some of the few 
preserved pieces of Islamic silver from Egypt, Iran 
and Northern Syria demonstrate the same type of 
scralled melloed background (New York 1997, 
p.409; Marschak 1086, figs 131—2, 138—41; 
Edinburgh 2006, no.10, p.18, no. 14, p.21). This 
type of bracelet shares many of the same features 
as a bracelet now in the Hermitage Museum, 
St Petersburg, and originally part of the Sayram 
Su hoard = including the style of scrolling and 
nielloed design - which was found with Islamic 
coins datable to between 949 and 1040 (Allan 
1986, p.12, fig. 40). 
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Bracelet 


Eleventh century 
Silver, repeousse, chased, partial gilding, пи По, 34 и 5-5 ст 
Benali Museum, Ан, im no 1457 


кати здар: ulnis Ди 
КЕПТЕП REFERENCER Athen 19186, pp. нра 4, مو‎ дїн [L Beran); Coren | 


ОД pean لس‎ oe ы, 

no. үү (A. айша) 

The wide cylindrical bracelet (peritarpion) is made 
up of two sections of equal size, joined by a hinge. 
Each section is divided into three rectangular 
panels with a medallion at the centre, framed by 


leur almond-shaped motifs, Smaller medallions 
аге linked to the larger ones, creating a horizontal 
axis and balancing the arrangement of the panels: 
Each medallion is decorated with a fine niclloed 
design of a cross formed by four scrolled, heart- 
shaped palmettes, 

The type of bracelet with rectangular 
decorative panels decorated with relief roundels 
and almonds seems to represent a simplified form 
of Late Antique bracelets, such as those found 
on Palmyran sculpture, They are embellished 
with almond-shaped leaves in imitation of gem- 
studded originals (Mackay 1949, pp. 1767, fig. ба, 
pls тунг, vim; Seyrig 1952, p.233, figs 14:15: 
Lepage 1071, p.7). 

The use of scrolling design and the cylindrical 
shape relate this bracelet to a group of bracelets 
distinguished by their mixed Byzantinc-IEslarnic 
decoration af real and imaginary animals, 
including the Iranian mythical паты. They are 
preserved in the Kanellopoulos Museum in 
Athens, the Dumbarton Oaks Collection in 
Washington DC, the Museum of Fine Arts in 
Boston, the Walters Art Museum in Baltimore and 
the Louvre, Paris (Netzer 1991, no. 166, рр.164-5; 
Paris 1992, no.253, pp.338—- 9 ||. Durand]). The 
Louvre bracelets were part of the Ігрігіі treasure 
from Bulgaria, which consisted of plates worked in 
a similarly mixed Byzantine-IEslamic style (Ballian 
and Drandaki 2003, рр.47- 80). The same 
features occur on one other intact bracelet 
(са, 135) and on two sections of bracelets in the 
Benaki Museum, Athens, decorated with griffins 
ала pseudosArabic inscriptions in angular 767 
script (Athens 1986, nos 190-200, p.160). 


АММА НАМА 
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Bracelets 


Sixth seventh centuries 

Gold, diameter 5.5 б.а em; width 0:1- 035 cem; diameter 5.5- 
hte crm; май пз =й 53 cm 

The Нейна: Manaury of Сы ге, rannis and سوه‎ blir, مان‎ вл 
Ват, изы ВВ 


Кенар, Myslene, Libo‏ هسوسو 
noc Mig: 1; Aene tig. ик. quas‏ هنوم кыллы! REFERENCES Vavritun НИН,‏ 
Га оузалт: Ват Lgppsolis‏ اا pgs‏ م ,194 هم ,19994 й; Тжахан‏ 118.355 
(Е. Marame hutsak‏ تدم заспа, mis ат,‏ ورو يې پک гані ле Дора M‏ 
The bracelets (psellia) are virtually identical, with‏ 
only minor differences in their dimensions. They‏ 
comprise a solid band of elliptical shape and‏ 
varying width. Their curvature decreases‏ 
significantly, mainly on the upper side of the‏ 
piece of jewellery, to such a degree that it appears‏ 
almost straight. At the centre of this side, which‏ 
is also the thickest point of the pselfion, a nb ts‏ 
formed, while at the centre of the lower side,‏ 
which ts the thinnest point, is an opening to‏ 
facilitate fitting the bracelet around the wrist.‏ 
The bracelets are of the simplest type of this‏ 
kind of ornament, which is known from Antiquity‏ 
but was widely spread during the sixth and‏ 


seventh centuries (Baldini Lippolis 1999, 

рр.176- 8, 182), The Krategos treasure includes 
four other bracelets that are exactly the same, 
while similar ones are encountered in other 
hoards/ treasures of the sixth-seventh century, the 
best-known being the pair по.) 431 іп the Cyprus 
Museum, Nicosia, from the Lambousa treasure 
(Athens 1964, по. рох, p. 368; Pierides 1971, по. В, 
p.58; Baldini Lippolis тодо, p. 182, nos 6— 7a), and 
the bracelet no.w 100 from the Mersine treasure, 
in the State Hermitage Museum, St Petersburg 
(Grabar 1951, fig. 2.10; Bank 1985, no. 162, p. 288, 
D; Baldini Lippolis 1999, p. 182, nos 2-5). 
Furthermore, there are bracelets of comparable 
type, with minor deviations in the form of the bar, 
in various museums (Baldim Lippolis 1999, p. 182; 
Touratsoglou and Chalkia forthcoming). 
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Pair of bracelets 
Fourth or early filth century 


Стой with sapphires and emeralds, diameter B.5-11.6 em; 
8.1-11-| ст 


Ураа Musee sd Fase Ант, Richmond. The Adsiph D. and Wilkins 

C Williams Fumi б 53 уі ага 

This раш of bracelets 15 an important example of 
pierced-work technique (diatra) combined with 
precious stones. Both hoops are of semicircular 
cross-section, with a movable part as the fastening. 
On each bracelet four mounted sapphires 
alternate with four emeralds. 

In the zones above and below the stones 
are ivy scrolls and the central zone between the 
stones has two circles with stem and central 
lozenge enclosing a rosette, as well asa lozenge 
with scrolls around a vine leaf 

The movable part in the central zone is 
decorated with lyre-guilloche pattern, while 
small cruciform leaves fill the ends. 

The pierced work is exquisite and these 
bracelets belong to a group of іта jewellery 
which has been worked with a special tool that 
traces the design from the outset (Buckton 1983— 
84) so that it is also visible on the back, as, for 
example, on the medallion of Constantine the 
Great, in the British Museum, London (inv.no. 
MLA 1984, 5-1, 1). These pieces of jewellery are 
associated too with the common ivy scroll, as well 
as with the characteristic tendrils sprouting from 
the stem and coiling backwards, 

Bracelets of similar shape and technique, that 
also use precious stones, exist in the Ashmolean 
Museum, Oxford (Department of Antiquities, шу. 
no. 1977-272) and in the Rómisch-Germanisches 
Zentralmuseum, Mainz (inv.no. 0.30321). 

Other common elements, such as concentne 
circles and lozenges, lyre-gu loche pattern, 


rosettes and vine leaf, are encountered on various. 


ГА 





pieces of jewellery of the same period. All these 
suggest that the pieces were produced in one 
centre or even in the same workshop and were 
disseminated widely during the fourth and the 
carly fifth century. 
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Pair of bracelets 

Cyprus (7), sixth century 

Gold, diameter гү cm 

Мела Масчит, Аси, um مو‎ ally نار‎ 

Мести Far Sewall iH, مو‎ Ма. pp iba py, pl ук, Lapam зар 

Ба مه‎ c кы bp vs Lade ЧАР БНА کټا‎ 
Pr وا‎ у: Минез وم موو‎ Тш هو‎ 4. ٨ у lunar امه‎ roe 
Ti, рчл, Pg Georgia ېو‎ тн аад, рр ўн 1 Упіта манна зуд, пин 7/4 
pi 

The bracelets are formed from a hoop of 
semicircular cross-section, with герои 
decoration of a repeating stem sprouting 7 

а cornucopia. On the movable disc, the same 
pattern is executed in pierced work around а 
stellar rosette, The disc is surrounded by а row 

of relief granules, a plain frame and granulated 
wirc on irs circumference, 

The movable disc with hinges for fastening عا‎ 
characteristic of this type of bracelet in the filth 
and sixth centuries, The hoop is usually formed 
from a wide band in repousse (see the bracelet 
from Constantinople in the Dumbarton Oaks 
Collecnon, Washington DC: Ross 1965, no. 2А, 
PP-4 б), pierced work (sce the bracelet wath 
repousse figure of the Virgin on the circular 
movable part and pierced-work decoranon on 
the hoop, in the British Museum, London: Dalton 
1901, no. 270, pp.45- 6) or with elements soldered 
together to create the impression of pierced-work 
decoration [see the bracelet from the Cyprus 
treasure: Згубапоч and Stylianou тобо, p.55, 
no, 20, fig. 413). In certain cases the hoop 15 covered 
hy mounted precious stones (sec the bracelets 
from Egypt in the Metropolitan Museum of Art, 
New York: Dennison 1918, паз 28 and 29, 
рр. 157-9). Contemporary representations 
show that these bracelets were widely diffused. 

The decoration of the bracelets is notable for 
из technical execution and the rendering of the 
subject. The designs on the pierced-work surface 
аге clearer than on other examples, and are also 
enriched with additional repoussé and carved 
decoration on the disc and the hoop, The stems 
and the carnucopias thereby acquire a richness 
very similar to the ones on the cross of Justin П, 
in the Vatican Museum, dated to 565-74, 
confirming the dating of the bracelet to the sixth 
century. The treatment of the decoration is 
slightly different on each bracelet: on one, perhaps 
the later, the subjects are less distinct. 
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Bracelet 

Rome (7, ИІНІ етші 

(за, БЕ паў ه‎ | ly cin, rap I еш 

Lam bu ate دا اه‎ dean Nus اور‎ М, مل‎ Міні eil | Гътуени 1 
ТЕШЛЕ 

ТИТЛ aul û ولآ‎ Їнэ Тінет niacin Ли in Û ІҢ" І зүн, ян һен 
штен Ааа یو‎ Пн لو‎ Ма شک مال لی‎ э riter ilio onere نا‎ | І% pend 
Арып Аттен ный үү кур Й. 0844 | henge Mig عا‎ 
Aiape Aiwan ні “да. iN iis нэ? 

0111/1111 Ba (тача Donee qux, нін qo qe чө, рүү M Мые 
ini, Уга, рр imi gd mew te М, Й. ек Ры Ў 40, eT تا‎ 
ihi үа. Горун Варна diharia Moni Di көң нал ыа, ўе алани څل‎ Ыыы 
The loop and hoop اه‎ this bracelet, one ofa ран 
found in Egypt, are elaborately decorated with 
pierced goldwork, фата, а technique теме to 
the абш паме ot the Roman изиска. The 
gemene precision of the pauermng has been 
argued to date the work to the filth century 
Yeroulanou тосо, pp. 15 аб, 154). Phe tiny hen 
head terminals on the hinge-pins for the houp 
have been кісіше as fh century in style and 
similar to oher works of that date from Preamp 
in France, Tenes in Algeria and Regmo Emilia in 
Italy. The dove pattem too has been related to 
works found in Tenues and Reggio Emilia, as well 
as other sites, including the Palatine in Rome 
Deppert-Lippitz 20004, pp.65- б). A small cross 
at the centre of the loop opposite the elaborate 
hoop is the only suggestion that the doves might 
be meant in а Christan context. While many 
Early Byzantine bracelets open with hinge-pins, 
this bracelet ts unusual in that the pin warks by a 
screw mechanism, similar to ones on the bracelets 
ar Ténes and Kesmo Emilia, and identified as 

a status symbol, mdicatiee of the aspirations 

of the owner (Brown 71 
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Bracelet 
Probably, from Стапа цана, ninihi or tenh centuries 
(Gold and glass, 5.2 a 8.8» 645 ст 
Ihr Наваі Мишиг ol Euler, Милаш ol Шугаай цаг Cali, Піса, 
وهو‎ acces (ect Шо Бу هم‎ 
ЦАС ا ا تر زی ااا ی و‎ аа 
Vhewaalimábi purs, pyr 19 
This gold bracelet is one of a pair excavated with 
a hoard in Thessaloniki. Bracelets were worn on 
the wrists to hold in place the long, almost floar- 
length sleeves of fashionable formal garments 
worn hy women in the Middle Byzantine period, 
Each bracelet is made from two equally sized, 
curved trapezoid-shaped plates, linked to one 
another by slender bars that fit through five small 
ribbed tubes. The bar in one of these hinges was 
fixed, while that in the second could be removed 
in order te undo the bracelet. The plates are 
bordered at the top and bottom by an overlaid 
three-atrand braid. Each bracelet is covered with 
twenty panels, which are bordered by granulated 
bands and decorated with cloisonne enamel, 
The panels feature representations of, alternately, 


a bird pecking ага АГ, palmettes and rosetten, 
пет an shighitly dillering colours in eneh 
үн, 11118 хатгаа 18:41 hieved with ue usi 

ol white, ие, иил and red glass and 
probably also crimson, which now appears Маск 
m dillerent areas an cach one. 

Given the valuable manire of these pieces of 
wold jewellery, thei subtlety of design and their 
ехцихие г raltsimanshi. the bracelet ts likely 10) 
have belonged to à member of the highess social 
strata ol Byzantium. 
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Bracelet 


Consantingple ,ال‎ мі seventh (rentur 
Cul, асі, pearls, ЕТІЛЕДІ sappalures, glass, quarte 
aud «лайтай! plasma, dimeter Ba cm 
[кїчї Bes thee Меден неравен кина іні Ақ جي‎ Ман зай ti LT 

TIR CA A | ad inc he [eum bomp, near Asse ми aer Брут is ni 
икн 1111 Липїшйг num be ғаз boule of td Nol scie M Араг 1 e 
Мэнцаа Lien tipi qp кү һа |. нлрган Мічелггін [1 
Mr im іча а Alu om ul Ari, Мам Wik, іт 
Said ЕрІР ٢ دل‎ S Fx еген кий. пень alt ПИГ ay bah dr ШИЯ 
ыч rie Nel dus п * park ў К Т ТТТ еў 
ше], now pup neg A амы ма нұ, mo 221 р Вт |, мү, у, 103, 117, 
Ups её, аны ңа Л тт. Т грунт ! не анына, Ган Начина iml 
Wallies wid 
This elaborate bracelet, one of a pair, is 
decorated with jewels on the exterior of its hoop 
and loop and elaborate йал, pierced goldwork, 
decoration on its inner surface (Yeroulanou 1999, 
pp.15-25, 2—4). The pearls and gemstones on 
the exterior have been associated with similar 
bracelets worn by the attendants of the Empress 
"Theodora (1055-56) in the mosaic at San Vitale 
іп Ravenna (fg. до) and argued to support a 
Constantinopalitan origin for the work (Brown 
1979, pp.57 02; Brown 1093, р. Во on the basis 
of this bracelets sophisticatedly hidden clasp on 
the loop). The elaborate аба patterns on Ше 
interior аге similar to ones found as the exterior 
decoration of other works. Related patterns exist 
on а medalhon Гог а necklace іп the Virginia 
Museum of Fine Arts, which has been argued 
to have been produced in Syria, possibly Antioch, 
as а product of a high-quality provincial workshop 
(Richmond 1994, 00.95, pp. 104—5). Part of a 
hoard discovered in Egypt, this bracelet represents 
the wealth and ambition of its owner to be dressed 
in styles exported from, or produced in imitation 
of, those worn in the imperial capital. 
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Gold bracelet with a bust of the Mother of God 
Eastern Mediterrancan, c Ap Bog 

Gold, depth of hoop 6.7 em; depth of medallion 44 em 

Vhe Tris of iar Маа Мини, Lawislrm, тү AF ЯМ 


Fm Ai sail io have come [ninm د‎ Iren die p ranks 
л. 


WCE неррвімсе: Athen ишн, nn. п, кануу (C. аныңдын Нит, 117 


This gold bracelet with an openwork hoop and 
a clasp in the form of a medallion is decor, ated 


wet ol the Virgin Магу, The 


2 ase | 
ра repel | ; 
wil а himation, mises both hanes 


Virgin. уун) wears 
in е oram рози, 
pty settings lor gems er glass pastes, "Phe hoop, 
whi Байы шей їп a technique known as ofmi 
шатамі ййегайу "pierced work’), 18 composed of 
wo tubes of gold sheet containing а design of a 
from which emanate two running 


[Дани the bust are 67 


селі: al vase. 


ЖЕТУ cont 
‘This bracelet stands at the end ol a long 


rradition of Late Antique bracelets with openwork 
айі 


hoops: the арш мега е, which 15 much less 7 
ised than om third- and fourtliscentury 


Qr gars 
jewellery, 15 typical of that dating to агенті the 


усаг boo. Sin 
Virgin are hard 10 find on Early Byzantine 
jew llery. Apart irom on the now-lost counterpart 


for this example, formerly in the collections of the 


ай 17 ol аман» and релеси: ks. 


Маг icome representations of the 


Italian collector and goldsmith, Alessandro 
Castellani, and Count Tyszkiewicz (Froehner 1897, 
рр-74 5 no. гай, pl. 17), the Virgin tended to be 
depicied either in narrative contexts on gold 
enkol]ua, drawn either from the Manologeal or 
Christological cycles, or in schematic form оп 
arule; rings and pendant crosses, 
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Gold opemwork bracelet 

Easter Muditerrancean, fourth century 

Gold, diameter to cm 

Заради ве Aiaren га Berlin, Ackerman, item 30:2, оңу 

«вету шувэакнсаа: Niemeyer 1997, pp 201-4; Yeroulancai 1904, غه‎ 
The bracelet was found at Tartus, Syna, together 
with a counterpart, now in St Lows (Yeroulanou 
1999, no. 203). Its convex shape was created by 
combining eight oblong with sixteen trapezoid 
plaques in ориз interrasile with diflerent patterns 
ard the blessing inscription ЕҮТҮХӨС ХРО АА 
BIOY (use it for [your] luck throughout life). The 
pair bears the words VY XH КААН YTIENOYCA 
ФОРІ (beautiful, healthy soul, wear it). 

The opus interrasile technique was widespread 
in the Roman and Early Byzantine Empire from 
the thirel to seventh centuries. The typical lace-like 
eflect was created by piercing sheet gold, A broad 
range of floral, geometric and figural motives, as 
well as inscriptions, appear on gold jewellery, 
Пішізе, Бей buckles or even sword ornaments, 
The same stylistic development is found in other 
genres of Early Byzantine art, such as on capitals 
in the Church of St Sophia, Constantinople 
[sixth century), with their lace-like effect gained 
by undercutting the marble surface. 

The bracelet can be dated to the fourth 
century because of its production method: it was 
made by initially piercing holes into the sheet gold 
and then widening them with a triangular chisel 
(а create different patterns, which is typical for 
earlier opis interrastle, 


Over бай pieces of gold jewellery in 
opus mterrasile have survived. They have been 
thoroughly catalogued by Aimilia Yeroulanou, 
Most of the 42 preserved opus interrasile bracelets 
(Yeroulanou 18097, cats Hy] — 245) are closed 
bangles made from a fat or convex sheet of 
gold. Nine bracelets feature a decorated dise 
serving as clasp, while two bracelets are formed by 
interlocking clement, One piece stands out from 
the rest in that it consists of two panthers holding 
й plaque. Many bracelets are also adorned with 
pearls and precious stones such as emeralds and 
sapphires, While most openwork bracelets have 
been passed down as single pieces, eighteen form 
nine pairs, which suggests that bracelets were 
normally worn as pairs. 
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Pectoral cross 


Thirteenth-Ípurteenth century 
бамі, lapis lazuli, 4 ع‎ û7 cm 


imali Musicum, биеээ, іне nac ЛЇЇ 

FRUOVIWASCE nimii 

ағыстар REFEREMCER Segall най, р, "n ina 7۳7 Alhem нб, qo 214. pi уб, 
iL- fcar Aiberna: ېو‎ па Ва, pos شا‎ Drama kile Genius iy. pp Sys 5- 
poc وور‎ CA. Mallee: Sydney зен, кит. л, [к مب‎ СА Malian: Lisben 

үк LA. Melian} 


меу). тиз Мей, 


The small cross is of the Resurrection type - with 
two horizontal bars - and hangs from a double 
suspension loop. Inset on the front, and projecting 
from it, is a cross of lapis lazuli held in place by a 
strip of gold. The weight and the thickness of the 
cross are due to the lapis lazuli, which is deeply set 
іп а protective case. 

The pectoral cross is reminiscent of portable 
reliquaries containing fragments of the True 
Cross, which were widespread during the Middle 
Byzantine period. The way in which the lapis 
lazuli is inlaid refers to the cruciform openings of 
reliquaries, through which the sacred relic they 
contained could be seen, 

Engraved on the reverse of the cross 15 an 
inscription underlining its protective power and 
mentioning its owner; «ОПАОМ ГЕМСНО KAI 
ФУЛАЗОСПАМРЕ MOY /BAPA<PA> 
ITOTIOYA(Q) СЕВАСТОГЕОРПО (О my Gross, 
become a weapon and guardian for Georgios 
Varangopoulos Sebastos). The title Sebastos, 
which derives from the Greck translation of the 
Roman imperial title Augustus, reappeared in 
Byzantium in the eleventh century, when, in the 
context of efforts to strengthen the position of the 
reigning dynasty, it began to be awarded mainly 
to kinsmen of the Komnenos family as well as to 
foreign princes, From the late twelfth century, | 
however, the title was demoted and began to be. 


granted to lower-ranking officials and to leaders of 


the ethnic groups settled in the Byzantine realm. 
The name Varangopoulos possibly declares the 
origin of the owner from the Varangians, the 
Scandinavian people who played an important 


role in the military and political history of 
Byzantium, primarily as mercenaries in the 
emperor's bodyguard. An Alexios Varangopoulos 
is recorded as lord of the island of Kos as early 

аз 1258, and another member of the family 

is mentioned in a document of 1400 as the 
proprietor of a bath-house opposite the 
Monastery of the Hodegon in Constantinople. 
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Gold ring with opus meranl decoration 

Rome, агаштыі qno 

бай, «шиг û гіп 

Пък Fewster uf ме паі Museum, Leben, а-а-а а 
полната: Found فا‎ the River Tiber, Rame: Louis Mant? Rachand Гас ће: 
ایآ‎ шипа Мамай Frank; gbeen мъ the Monah Мала as part ol dr 
Franks Bequew, (бу) 

SET وور سوه سه‎ лер nos, рь ара памі pli; Marshall spa, ja, vill. 

ез fl атый (4 «эх Мірона нийл, (күй, ін. لس مص‎ pl. also Ший Заал. ирээ, 
|4, mas aja اه‎ Ng 266 

The ring comprises a broad hoop of gold. The 
central, main element is completely filled with 
opus interrasile (pierced work) decoration of fine, 
interrwining tendrils, perhaps of acanthus. 

These form swirls alternating left and right. 

Both borders of the hoop are formed of plain 
gold bands, edged with continuous small diagonal 
incisions. 

This technique is first mentioned in the later 
first century An by Pliny the Elder (Natural History, 
хп, 94), in the context of wreaths of sacred 
cinnamon set in pierced gold crowns, dedicated 
by the Emperor Vespasian (69-79). The earliest 
surviving examples of pierced-work jewellery date 
to the second century Ар and the technique 
became popular from the early third, especially 
for bracelets and pendants. In the following 
centuries the pierced decoration was increasingly: 
detailed, leaving less of the original gold visible 
(Biroli Stefanelli 1992, pp. 75-6). The most ornate 
Roman examples date to the fourth century, and. 
often incorporate medallions or coins of emperors | 
such as Constantine І (4067 37) and his family 
Biri Se وه ووو‎ 
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Annunciation, in пе йо, Depicted оп cach facet 
of the hoop is a saint in bust. 

The type of ring is characteristic of a wedding 
ring, which the Church Fathers permitted the 
Early Christians to wear, whereas generally they 
discouraged adornment with many and expensive 
pieces of jewellery (Clement of Alexandria, 
Patrologia Graeca, В, line 644). Represented on the 
bezel of many examples are the bride and groom 
being crowned by Christ or the Virgin. The facets 
of the hoop are decorated with scenes from the 
Life of Christ (see the Palermo ring found at 
Syracuse: Hadzidakis 1044, no.81, p.202; one ring 
in the British Museum, London: Dalton 1901, 
по.129; and one other in the Dumbarton Oaks 
Collection, Washington DC: Ross 1965, по, ба, 
pp.58 - 9). The scene of the Annunciation on the 
bezel of the Benaki Muscum ring could also be 
correlated with marriage (a similar ring in the 
Walters Art Museum, Baltimore, has а 
representation of the Ascension on the bezel: 
sec Baltimore 1980, no. 427). The Virgin is 
shown standing and holding the spindle, with 
the basket of wool at her feet, while the Archangel 
stands beside her with outspread wings ۴ 
rendering ofthe scene is similar to the nng in the 
Dumbarton Oaks Collection: Ross 1905, no. 69, 
рр.58- 9, режим). 

It is impossible to identify the figures of saints 
on the facets of the hoop, as the ring is too small 
to portray the personal features of cach. 
Nevertheless, the type of nng and the iconography 
of the subject suggests а dating in the sixth or 
seventh century and its attribution = along with its 
counterparts - to Constantinople. This danng ts 
reached mainly from the Palermo nng, which was 
considered to have belonged to Emperor Constans 
П (641—668) and, indeed, to have been made 
especially for his marriage in the Byzanune 
capital, around 650. The iconographic details add 
credence to this hypothesis (see Koss 1005, p.59). 
ММА YEROULANOU 
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Finger ring with monogram and саріе device 
Sixth ar seventh century 

Gold, diameter 2.5 ст 

Denali Museum. Атав, im ni 18%) 

заната: marRmESCER Halden 14. e Pep. مس م‎ Dallas حدم مې‎ рё sx 
атана sar, ma. ده‎ Де 3t 

The ring comprises a solid cylindrical hoop 

with circular bezel engraved with a representation 
of an eagle with uplifted wings. Above the bird's 
head, which is turned to the left, is the monogram 
IGANNOY (of loannis). The type of ring and the 
eagle device combined with monogram are 
particularly widespread (see Stathatos 1969, no. 
227, p.288, рі,хіту; Koss 1965, по.70, рр.бо-1). 
Fourth-century theologians discouraged 
adornment with jewellery, but allowed 
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Christians to wear à ring, which could be either 

a signet ring with the name of the Family head 

or the wedding ring. For the former the use of 
Christian symbols, such as the fish, anchor or 
birds, was recommended (Clement of Alexandria, 
Patrolagia Graeca, 8, line 633), Over шиг, the 
symbols were replaced by monograms, the carhest 
of which are im the form of a solid rectangle, with 
the letters combined around the initial, while from 
the reign of Justinian onwards, monogranis of 
crucifonn type prevail (Schlumberger 1884, 

pp. 951. 

The Benaki Museum rig can be considered 
to be а signet ring, even though the letters of the 
monogram are not m reverse, It is quite possible 
that it belonged to a consul, as this view has been 
expressed for all comparable rings wath 
representations of an eagle, which symbolises 
the power and authority associated with the title 
(«сс Ross 1965, p.60). The size of the ring and 
the combmanon of the eagle with the masculine 
monogram not only reinforce this hypothesis, 
but also corroborate the daung of the piece of 
jewellery to the late sixth or the early seventh 
century (Schlumberger 1884, pp.85- 7). 
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Finger ong with swivel bezel 

Sixth- seventh cenmury 

Cold, diameter сл cm 

Бела Museum, Athena, wi. no ава 

Mo mrrEmpNCES На гм mq; Cerumcl i47, үң. sia гі, Мост Week 
197%, гыз 309%, وم‎ 336-27; Макена and Warne igi, pp و‎ - 4. Dallas موو‎ p.75 
لم‎ it, Сенека ini, no. 117, pp. Jl 17 ІС. Мал 

The ring bezel is octagonal, with each of the eight 
sides slightly indented. On one face is an engraved 
representation of a standing archangel holding a 
cross-topped sceptre in the right hand and an 
object resembling a sphere in the left; Represented 
on the other face is St Thekla in prayer, flanked 
by two animals, possibly lions, and two crosses in 
the field. On the thickness of the bezel are the 
ciphers XMI and РА, engraved and picked out 
with nicllo, which are legible when the face with 
the archangel device is visible. 

This ring has been studied by Manolis 
Chatzidakis (Hadzidakis 1944) and Cyril Mango 
(Georgoula 1999, no. 117, pp.316— 17): the best 
decipherment of the cipher ХМГ is: Xourróv Мара 
уеууй (Mary gives birth to Christ) or Хризтес, 
Мухаў. Гарод. (Christ, Michael, Gabriel). 

More difficult to interpret is the cipher /cPA, 
which 1s also found on а gold casket reliquary in 
the British Museum, London (Dalton 1911, p.544, 
fig. 332), on which is also represented a cross on 
stepped base, with these three letters as finials on 
the arms. Chatzidakis interprets the letters as a 
date, but Mango, following Grumcl (Grumel 1947, 
p-520) thinks the significance was to be apotropaic 
as the number corresponds to the numerical value 


ol the insertion: Н а eroi xxr алоотрофа 
лат Tov каже | Гис salvation angl aversion 
of all evils) whieh frames the cross, 

The figure of 8t Пе а and the с iphers 
suggest that the гиң came from the eastern part 
ofthe empire, possibly Syria or Cilicia; The ring is | 
dated to the sixth or seventh century as ihe 
stepped base of the cross with the letters first 
appears on coins of Tiberios П (478-82) and is 
formed on many coins from the seventy century, 
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Gold and niello marriage-ring 


Later Mediterranean, ягх or seventh centry 
Сокі, melo, diameter of hoop 2.4 emi diameter of besel 1.8 
cm 


He Trenes له‎ не аны Meena, Landon, кє Ar dii 

secre кетке London цөл, то ۱۵ مسمما :4 الو ېې‎ 

This gold finger-ring has an octagonal hoop and 

bezel. On the bezel are the standing figures of 

Christ and the Mother of God placing wedding | 
crowns on the heads of a bridegroom and bride 
respectively, Beneath the figures is the Greek word 

for ‘Harmony’ (OMONOLA), Both the inscription 

and the figures are inlaid with niello - a silver ! 
sulphide compound commonly employed as a 
decorative inlay on rings of this type. 

The hoop is similarly inlaid with seven scenes 
from the Christological cycle, beginning from the 
nght-hand side of the bezel: the Annunciation to 
the Virgin, the Visitation, the Nativity, the 
Baptism, the Adoration of the Magi, the 
Crucifixion and, finally, the Angel at the 
Sepulchre. Most unusually the craftsman has put ! 
two of the scenes from the life of Christ in the 
wrong order: the Adoration of the Magi should of 
course precede the Baptism. 

The tradition of giving rings at the marriage | 
ceremony was an ancient one: in the Roman 
period it was referred to as the dextram iunctio (the 
joining of the nght hands). Marriage-rings were 
worn оп the annularis, the third finger of the lefi- 
hand, as it was believed that this contained a | 
sinew which connected directly to the heart. 

The octagonal shape of the hoop and bezel | 
was supposed to have had an amuletic function. 

The sixth-century physician Alexander of Tralles , 


recommended rings of this type as a prophylactic 
for colic. 


UHRIS ENTWISTLE 
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Gold ring with monogram 
Constantinople (7), thirtcenth--fifieeni] 


Gold, diameter а,б», cm; length of bese 


1 гаа 

13 cm 
The T rires ы the ган 
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century i 
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finger-ring has а hollow Пи! hoop and‏ ام 
"ET‏ 

расай ind an octagonal besti. The Шан 
ТШШ i 

are decur ие wil 


a crue dorm төнө t enclosed by an 
i 


li a band of chevrons, the bezel 


witli 
octagonal barder- m 
۸ Late Byzantine date for this ring is 
ggested both by the shape ofthe hoop anel bezel 
sug 
as well as the 
Siathates Collection, Athens: (Cache de la 


style of monogram. A close parallel 
in the 
Ferté 1057A; Рр-401:1, fig, 30) was part of à group 
of jewellery, including two bracelets and eleven 
other rugs, 5 «акі to have been found near 

Thessaloniki with 5 of Isaac П Angelos (1185- 

өз! and Alexios HI Angelos (1195-1204). Rings of 
this form, dating to the last quarter of the 
fourteenth or first half of the fifteenth century, can 
also be seen іп Western Europe, particularly on 
French papal rings (Dalton 19126, no.883). 

Dalton resolved the monogram as ‘Manuel’ 
(Dalton igor, no. rzt, p.27) and attributed the ring 
to Manuel П Palaiologos (1391—1425). Although 
there i$ no alpha or upsilon among its constituent 
letters (M, N.H. A), this suggestion is not entirely 
implausible given the abbreviated nature of Late 
Byzantine monograms. More recently a parallel 
has been drawn between this ring and an example 
in the Benaki Museum, Athens (cat. 152), which is 
similarly decorated with ۵ cruciform monogram 
but also encircled by the inscription: TOY 
EYMOP@OTIOY AOY (of the Eumorphopouloi) 
(New York 2004, no.15, pp.45- 6). The 
Eurnorphopouloi were an aristocratie family from 
Mistra, the capital of the Morea in the 
Peloponnese, and it has been suggested that this 
nng belonged to the despot of Morea, Manuel 
Kantakouzenos (1349—80). Both interpretations 
should be treated with caution. Manuel was after 
all not that uncommon a name in this period and. 
the ring, if it had an imperial connection, lacks 
any reference to title or status, which would be 
expected, 
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Finger nng 


Fourteenth century 
Пена) Museum, Athena; inv. ru. 


"тт ветраная Athen 
14235 (A Drandakit 7 


This inscribed signet e ES 


sea ndr ot | қ тан 


centre is : no 
outer circle i is s the inscription, eda 


ring's use as à. seal A ҮЛ family Бу! he 
Eumorphopoulos is known from the arca of 








Mystras after 1453 (Meyéthn Еддлрахд 
Вуд олаівеш, volti, р.970). 

This type of ring, with a flat circular bezel and 
wide shoulders, is typical of jewellery during the 
Palaiologan period. A ring in the Dumbarton 
Oaks Collection, Washington DC, is of the same 
shape and has a similar layout on the bezel, with 
a monogram in the middle, most probably of the 
Palaiologos family, and inscription in the outer 
circle (Ross 1965, по, 129, 9.901۰ The same features 
are encountered on the gold ring of Paxenos 
Apelates in the Cabinet des Médailles, Paris 
(Paris 1992, p.338, no.252) and of Constantine 
Palaiologos and Theodora in the Kanellopoulos 
Museum, Athens (Athens 2001, p.123, no. 48), 
while examples of the same type of ring also exist 
in humbler materials, such as silver and copper 
alloys (Thessaloniki 2002, p.442, no.580; Munich 
2004, p.332, nos 676, 678). 
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Fourth century 

height 4.2 cm 

nay هس‎ Л 


SELECTED X Segall нуу, no 137. pp rows. pl. s; Dallas مووا‎ 
mmi, pus Kor some i tee раме. 


Christian symbolism, drawn from the Gospel text 
‘Lam the vine’ (see Buckton 1983- 84, figs 3, 4) 
On the basis of the technique of the pierced-work 
decoration, the plaques are dated to the fourth | 
century. Consequently, taking into consideration 
the similarity in the treatment of the leaves, the 
carrings discussed here can be dated confidently 
to the same period. This view is reinforced by the 
presence of tiny ivy leaves, which are encountered 
on many examples, mainly from the fourth 
century onwards, Given that the decorative 
subjects of most earrings in later times had 
Christian symbolism (see Yeroulanou 1999, 

nos 475—620, рр. 180-8), it is reasonable to 
assume an analogous content for the vine leaves 
on the Benaki Museum earrings. 
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Earrings 

Апопос, Egypt, fifth century 

Gold with sapphires and pearls, height و‎ ста 
Верай ХМанчит, Acher, im وسم‎ 

шин REFERENCES. Seal شور‎ nz нь В а Gerda n 
Each earring comprises an arched wire for 
suspension, from which hang two snakes forming. 
a figure of eight. A pearl is strun ng on the upper 
circle, while a large Tenes M 
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Earrings 

Fifth 315113 75 

Gold with sapphires, pearls ad шил, endi à 7 4111 

Benaia Мивганта, Aerm, ۱٤١ тиз абата 

каин uan 

SELELTED килтке» الوا‎ iil, mes тр pru рй ү, 114 ас سر‎ p ти 
fug وه‎ Охин وا‎ бө ні, 10128 4 

Hanmng from the hook of each earning is à 
tnangle of granulated wire, enclosing a mesh 
of shield-monfs (peii with one pearl. Attached 
to the sides of the triangle is wire strung with 
beads, while from is base hang pendants with 
circular mounts set wath glass paste, no longer 
preserved in most. String on the central тєм1 18 
a large sapphire, 

These earrings combine early [eatures such 
as the pendants with the characteristic mounts lor 
тілігі stones, with innovative decorative motifs, 
such as the mesh of peltar er the vare strung with 
stones surrounding the triangle. Specifically, the 
рейт, a commen subject in opus interrasde in the 
third century ap, lived on аз ап omament in later 

periods, executed in wire, as for example on à 
necklace from Cyprus (New York тауа. по, 285. 
p.310 or on а necklace pendant from Egypt. The 
decoration of the latter is enriched with stones 
amd pearls strung on metal rods, corresponding to 
those on the Benaki Museum carrings (Dennison 
1918, по. 11, р! ххх. The very wide disseminauon 
of the pel moulin other artistic genres too کا‎ 
attested by its frequent use in architectural 
decorative patterns, such as on the silver mason 
of Theodosios in Майна, or in the mosaics of the 
Rotunda at Thessaloniki (Grabar 196654, pls 83 
and 351). 

Eamngs, more than any other kind of 
jewellery, repeated сега established types, such 
as the rosette with pendent rods in the third and 
fourth centuries (see Thessaloniki 19974, nos 158, 
159, 163 - B) and the lunate carrings in the sixth 
and seventh centuries (see cats 157, 158). The 
Benaki Museum earrings are sophisticated 7 
creations, the workmanship of which excellently 
combines opulence of materials with originality 
of composition. 

AIMILLA YEROULANOU 
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Gold carring with pearls and enamel 

Basten Mediterranean, tenth or eleventh century 

Gold, with pearls and enamel, 6.6 & 3:3 cm 

The Timea of the Пития Museurn, Lieben, Рай па: 

erotic ibn Backion boenheocmma 

This golden carring exemplifies the quality and 
expense of the highest-quality jewellery that was 
available to the Byzantine élite in the tenth to 
eleventh centuries. Its hollow teardrop shape 

is finely decorated with three pearls which are 
attached by narrow gold rods, and a cloisonne: 


CATALOGUE ENTRIES 145-159 


enamel This has a small floral moni in blue, 
green and ved, against a white ground. The 
enamel is attached to the сатпа In аз ан 
empty collet lor a secend enamel survives on the 
reverse of the earring. The pendant hangs trom 
د‎ hinged со ear loop. The technique of the 
enamel suggests that the earring was probably 
made m the tenth or eleventh century. ا|‎ БК 
came irom Буташинт, lut эшти pieces of 
cold and enamel jewellery have been bound m 
Kirvan Rus lor example Ress 2005, na 2017, 
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Fairings 
залив ornin 
Семи, hengi yoy em 
Баал Меаца, тік rola 
мега тағасы» Segal niil, ань Шү. با چو چو‎ Да нууц, р لګ‎ 
ې‎ 7. айша түнөй, د‎ нт, Вай ВИ. Сенен ал. رورم‎ me فا‎ |ң, рер зу А nmm 
Үенэйшим минь ал. AD, pd 
These lunate prerced-work carrings are decorated 
at the centre with a stippled band desenting a 
circle, which is divided honzontally into two 
semicircles, Represented in the upper semicircle 
are the confronted heads of two birds and part of 
iheir wings, while in the lower part is an inciscd 
design, analogous to that whicli is usual in 
depictions of amphorae and in jewellery, sucht as 
on the tiny amphora pendants on two necklaces 
from the second Cyprus treasure (Brown 1984, 
різ 12, 14,1%. However, here there іх probably а 
representation of a nest from which the two birds 
project. This hypothesis is strengthened Бу the 
curved leaves of stippled band framing the circle 
and each enclosing one cinqueloil palmette of the 
type also encountered frequently on jewellery of 
this period (Brown 1984, pls 12, 14, 15). The 
composition is defined by a plain band, soldered 
to the lower side of which, on the from and back, 
is incised cord. The edge 15 decorated with five 
globules, one of which is missing. 

Lunate earrings are usually decorated with 
the representation of two confronted birds, with 
a symbolic clement between them "Y eroulanou 
10049, nos 458 - 558, рр.281 91). On the Benaki 
Museum pair there is the tendency towards a 
more naturalistic rendering of the scene. The nest 
amichi foliage recalls the corresponding scene on 
the two discs of the necklace in Mainz, on which 
birds nesting in trees are represented (Brown 1984, 
Віл, з). 

The relation of the earings to jewellery from 
the Mytilene treasure, such as the belt end with a 
representation of heraldice peacocks, as well as the 
subtle way in which the different elements are 
rendered = а feature of later examples = led to the 
fairly confident conclusion that the Benaki 
Museum earrings date from the second quarter of 
the seventh century, 
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атии 


ШКЕТ ТШ 
Gold. dicm 


* seventh or ери На самку 


Mehr Коне гүнийн Мін, Аса нең тн Fre адь‏ لوو ۱۳۰١‏ واا 
لق мазно 111١1 8111701 мы Үүлний ни итү, іні Ss, qe ans qi‏ 
The flat surface of these 6 canines is divided‏ 
из three zones. The two mner ones are CONV erer] by‏ 
highly stylised sinc-branches, the grapes of which‏ 
аге rendered by punctured dots. The other zone‏ 
has punctured and perlorated zig-zag patterns,‏ 
On the outer border nine globules stand out,‏ 
The stylisation of the grapes, the preference‏ 
lor punctures instead of granules and che‏ 
restriction of the perforation to only а small part‏ 
of the surface fits with a date around 700,‏ 
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Tapestry shawl with vase and vine with figures 
гүүн, fourth or fili centum 

Lien iul ww, 24 ж 1. 

ыа Магнийн, Alien ins тиз] 

талаў звенні ына ina. іі ТАТЕ dao аа, 

‘This tapestry shawl decoration has been woven 
іп the form of à vine sprouting from а vase. The 
tapestry is mainly dark blue, but a few details are 
im orange, red and green wool. The vase is a 
kantharos with а triangular stem, à gadrooned 
body in yellow, handles with a volute and a scroll 
moul around the neck base. The plant has two 
main branches opening ош into thinner branches 
and forming asymmetrical pattern. Four red and 
black grapes (one missing! hang from the stems, 
which form five compartments, four bearing an 
animal anel the central one а figure. Beside the 
main stem are two confronted goats with short 
horns. Two birds perch among branches. In the 
middle is a purple err walking to the left but with 
his head turned back. He has large eyes and curly 
hair. He carries а small sickle in his raised right 
hand. 

The vase containing il plarit 15 à common 
motif on Egyptian textiles of the Byzantine period. 
lt is often repeated in à symmetrical arrangement 
and on à small scale as decoration on tunics. On 
this fragment the presence of a sickle in the hand 
of the eras indicates that the scene is also related 
to the vintage. The image and the cult of the 
vine hacl existed since Pharaonie times and the 
syncretism between Osiris, god of the dead 
and “master of wine! and Dionysos was well 
established in the Ptolemaic period, Nevertheless, 

Fee i йа 5” textile come from the 
шинэ o soe € vine and erofes are often 
mosaics. Vintage scenes are 


sarcophagi. In the pagan 


world, the vine and wine symbolise the hope of a 


E 





۲ death, anc this symbolism was 


lopied Бу the Christian world, 


new Ме ийг 


да» ار‎ 
٢ ц Ea دلا‎ 
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Fesist-dyed panel showing the Nativity 
ЕШ yatli cenar 


[мей linen, F * 95 5 «m 
пести, МАМА 


Eu 

The Mother of God, veiled and haloed, reclines 
on à seemingly well-padded couch, On the Іей 
side of the textile is ап angel, hand extended in 
speech or greeting, and between the two 15 à cross 
or star. On the right side, in а damaged area, 
details of the ox and ass аге just visible above 

a raised crib. 

This iconography fits with early Eastern 
traditions of the Nativity found in several Early 
Christian apocryphal texts, in which angels 
attended the birth rather than just appearing to 
shepherds in the fields. The Virgin's couch and 
pose is reminiscent of scenes of Roman matrons. 
The way in which the scene is shown, with its 
rectangular picture plane and the use of a spiral 
column at the far left to mark the edge of the 
scene, is similar to the portrayal of images of 
sarcophagi, that of Junius Bassus for example. 

The textile is Egyptian, found in Akhmim in | 


Upper Egypt. The image was produced by being - 
block-printed with the resist (possibly wax) before | 
being dipped in an indigo dye. It is one of a series 
of textiles from Akhmim and Antinoe crudely 


printed, but vigorous and expressive. 
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Fragment of a shawl Е 


Egy, Fayum, ninth-tenth. century | -. 
Wool with tapestry марна 


Кена Мишзин, аах мам eae F 
۱۱8171٧ WrFERENCEX Айста бб 
гара Ари тй ne set pp А-7 


inc t 


This large black fragment ofa shaw 


to Fayum, ап important. | 
Christianity situated in Upper Egyp 
Islamic conquest: Coptic textile هه‎ (did 


although it gradually T 
laste of the new. ruling Muslim 
спазени features’ of the 


figures (Cornu 1992, pp.486-99; Comu 
Martiniani-Reber 1998, рр. 138- 755) 
abowe the fringes consists of a 0 ty 


рэсийн-Кийс inscription (probably repeating the 
combination of alif — lam, for the world of Allah) 
with vertical shafts terminating in triangles. The 
highly ornamented Кийг inscription surrounding 
the top band, above and below in mirror image, 
is aun asimilar style, И probably reads: "and goned 
fortune, and health, and entire victory. Other 
common designs are the double volutes motif 
and the rows of peared hexagons enclosing 
quadrupeds or birds іп а style reminiscent of the 
sumptuous silk fabrics. In the second band the 
medallions show a human figure and a bird with 
a ribbon floating from his neck in the Sasanian 
manner. The overall stylisation, and especially 
that of the human figure, is characteristic of 
Coptic fabrics from Upper Egypt. 

The area of the Fayum is attested by early 
Muslim writers as specialising in the weaving of 
woollen fabrics, One of the main towns Bahnasa 
(the Hellenistic Oxyrhynchos) was particularly 
famed for its curtains and wall-hangings as well 
as for the numerous private and public бас 
workshops, The evidence of literary sources is 

pieces, some of them bilingual - Arabic and 
Сорос, One of these , recently deciphered, 
per я! that the town of Tutun (Tebtynis) housed 
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example of such a drawing in the Isracl Museum 
of Art, Jerusalem, depicts a female musician with 
many similarities to the figurines, such asthe | 
scalloped hair, the long curls, the almond-shaped 
eves, the body markings and the decoration on the 
hands and the (ссі, The most striking connection, 
however, is the use of two asymmetrical signs on 
the cheeks which appear consistently on the bone 
figurines, as well as on the drawing. 

The study of this enigmatic drawing has 
produced a number of explanations as to its 
purpose, whether as an illustration of a scientific 
manuscript, a personification of a calendar month 
(Hoffman 2000, рр.фо-4), or a loose design of a 
figure with tattoos (Rice 1958), whose usc in the 
Near East dates from Antiquity and continued 
into the Islamic era with various meanings, 
including prophylactic or therapeutic reasons. 


MINA, MOAT OU 


163 


Figurine 
Fatimid, Egypt, tenth-rwelfth century 
стай Museum, Aims. ату مو‎ пити 4 


CTE автал таний Байн! — n 


The figurine ie shaped out of инде piece ol 
bone with the basic body features formed Бу. 
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Figurine 
Гати, Eis qu. mhi eden semis 
Dee, i arse amd Нн 8 үндйнэн, ۱٤١١ quin 
Каа Манна, Жн нар mnn егі 
لو مد‎ eiiim Fas 
81116 pije ава ап! дн 
This Бегин (шиге is shaped out of à single 
piece of bone with the facial features amd body 
details Тогинч! In imple geometrical саран 
and enhanced by black gans materil. Ehe 
decoration is хээр te the Boon; the back os 
plain Toles on the sides af the gune midicate 
missing elements sieh as two mevable arms 
sud earnings held by the tuo holes at the cars, 
as ۱١1 ёг examples in museum collecmens 
(Argyl bar, пох ў, ga Ehe head was 
covered with a black onze Шиш to mods ate 
hair er to Bold locks of real hair Pans 20004, 
үн, 2075, 

A imber of these исх have been 
шисаг ид m Egypt amd are dated 11 
a brow! period according te other finde or 
architectural evidence (Scanlan ий, рр.» 177. 
А lerne with very similar featumes was 
exc oavated ab Fustat аш dated ie ihe niil centum 
(Scanlon and Kubiak (71. plate купи 2), The 
[uneton of these objects has mor been thoroughly 
stucliecd and is therefore uncertain, They share 
sore choracteriestics whieh lead to the belief that 
they were common everyday objects made wn 
large numbers: their [eguen occurrence, their 
simple carving with lile artiste salue, and the use 
of bonc, а cheaper and more accessible material 
than ivory. They have usually been asseciatecd 
with the Chronan population of Egypt, continumg 
a pre-Islamic tradition of statuettes which survive 
in a variety of materials; а number are associated 
with toys and liae been unearthed rom 
children's tombs | Rutschowscaya 1986, р. бу, 
However, itis likely that certain types were also 
used in an Islamic contest as their decoration іх 
often comparable io works of art associated 
particularly with the Faumid penod, when figural 
representation was profuse see cats 102, 164), 
ха мантаў 
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Child's tunic with a hood 
Баур. seal eighth century 
Wool, бу x B3 cin 

на Чыны, Minis, ань іне tib 
LATE دق‎ кїїлїї» Анал жан, ge, | نامرد‎ жос 

Рейес preserved, this warm and soft tunc wits 
а kind of coat worn on top of a linen tunic, It тъ 
woven in one piece, the sleeves with the body of 
the tunic. The hood is woven separately and sewn 
to the neck opening. Alter weaving, the two side 
edges of the garment were sewn together but left 
open at the armpits. 


CATALOGUE ENTRIES 164 - 168 


Phe с ниса leatures найс a high 
xt Lund od sue амин. Шаха 1" Пей esample ul 
the мах апіс were normally venen dup the 
Мяне үнэгэн! m Keyp. И те simply decorated 
маи long г/ші add halle «ігеке Такіх Ehe 
ta pestis parie ie designed ii purple wool on 
be crowned а Пах wave crest borders amd ac row 
Өзін Е аса ced iridis аи лик, Піе Дина 
is асгана with а fringe and oo аа х with 
acsi Пе hon. Чеки still sewn Delon инэм t0 
АЙ nies 111 Ten or m weed. 

A пиис kept m the Lose; Paris (Ronen 
ана, mos 77, 111111 eso similar на Пе Benala 
11111117 Маі de Ташу ВЫТ му were о 6 
из die same workshop 


111111 ИТА CONT ЬЬ) 
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“г of child's sandals 

(емне, ИШ зексінін certes 
Saamped leather, та В د‎ 118) 

He ical Мы мани, Anm, nes үрж 01 ан 

мн مو‎ rmn ahead jr р 114, нө мА. niea 

dcn ў d, майл (A, Diss‏ ولل یه 

‘The leather sandals are decorated with stamped 
concentne cum les and crosses; Che soles are well 
worn, indicating everyday use, im contrast Lû other 
examples made of vegetal lbres and with shoddier 
workmanship, perhaps made for fanerary 
purposes. Numerous items of footwear have been 
found in graves in Egypt, where the cry climate 
favoured the preservation of organic materials 
such as textiles, wood and leather, Several pairs 
of leather sandals of adults have been found in 
Antinoe and Fayum (London 1997, nas 327 - 9; 
Paris 20004, по, 120 [F Cabinent-Demerger]: 
Bowman 1986; р, 115, fig GA; Russo 2004, 

pp. 97, pls хі хі. However, this type of 
sandal was not exclusive to Egypt (Dnel-Murray 
жын), Ай example of similar eralftsmanship, dated 
from the filth to the seventh centuries, has been 
unearthed during recent excavations in Үсті Capi 
(Istanbul 26007, рр.223, 270, fig. 12, по, уи), 

The stumped motifs on the sandals seem to 
have been commonly used to decorate footwear 
(Dricl-Murray zom), Comparable mols are 
repeated өп the sole of a bronze lamp which 
realistically reproduces а left sandalled foot, also in 
the Benaki Museum (Delivornas and Foropoulos 
1097, polly, ш. иа). In general, concentre circles 
were a popular and widespread motil on all 
manner ol works m Late Antiquity. They occur 
on jewellery, combs, bone carvings and metal 
vessels, and their popularity کا‎ perhaps linked with 
an apotropaic function (Urbana-Champaign 7 
pp.5- 7). The decoration of lootwear with 
protective motifs was sometimes reinforced by 
inscriptions wishing the owner good health (Russo 
2004, рр.194- 7, р!.хі; Istanbul 2007, p.277, 
no. ҮЧ}. 

ANAXTAMA DRANDARL 
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Combi wath ponent ations el Rome and 
Camil 


Мен", зн ball all thie sits centry 
bon di үе son 


Мы Ээ рег, Мн imo не ый 

Persa | кан іміз sapal нгі М amps pele з ale مراف دا‎ 

Ө تت‎ нүз Чин Мн мы in 
white 111: 8 40 as ре Мі вія ий ў, cnr gis үр ds Му ў 7 к. سا‎ 

тізі нт iila, 1884 үн нв вий а, (жу a mma id мн АРДА : Мы 
раў! eit pel ah ОА ДЕД ЫШ ШЕГЕ ومو‎ анд ис edi 


іріту mw s кайшы diua او‎ ныне УТТА Ұшты ты 
T 


This тєстанцайн ivory combi is decorated with 
аа amd engraved decoration on beth sides: 
The ventral con ds bordered by sets of teeth, thick 
رند‎ spaced at ene end amd fine and dense at the 
other, The persemfications of Rome and of 
Constintinople, seated under cibaria, occupy each 
side ol ihe eom; Rome is rendered as a helmeted 
Атаған Їнэ ир a spear and a globe, and 
Constantinople has а varreted crown on her head 
amd hokls а torch and aormucopia. Both thrones 
Пам а dall back, а cushion en the seat and à 
looistonl, 

Though made of ivory, the comb displays the 
typical features of wooden compact combs from 
Сорис Egypt ә Caillet 1985, пол, phig- 14 
and Wulff 1909, no. 2885, род, pls ix- x). The 
portrayal of the goddess Roma and the Tyche of 
Constantinople make the comb unique of its type. 
Although the iconographic features of the two 
deities derive from the lute fourth or carly fifth 
century, like the silver statueties of the Esquiline 
treasure (Rome 20004, no.114, ррь401:4), certain 
details point to а date in the later part of the sixth 
century: the ciboria are similar to those of a comb. 
in the Coptic Museum, Cairo, and а pyxis in the 
British Museum, London (Volbach 1976, nos 204 
and 167 respectively), Moreover, the technical and 
stylistic АЙХ with à lid of à bone pyxis found 
on the floor of a house at Alexandria, dated to the 
later sixth and the first half of tlie seventh century 
(Rodziewic 1184, pp. 243-5, Пр. 169; Rodziewicz 
1998, p.143, Fig. 6), suggest that the comb is à 
product of the ivory and bone workshops of the 
city (Varalis 2002). This artefact of daily use, 
whose ornamentation is inspired by imperial 
insignia, may have had a special symbolism in its 
use as à mariage gift or а burial offering fora 
distinguished member of Alexandrian society. 


IOANNIS D, ХАМАЛИ 


Comb with marine deities 
Alexandria M, د مه‎ 


Ivory, 14.5 = Has cm 


MM Митин. Аена, موا‎ p ий 
omn : 
€ هو‎ oo HEFG, тиз НЫ. ct yl. ку, е urina ніні 


sh ний Wory comb is decorated in low- 

= 27 рас decoration on both sides. The 
Mie bordered by sets of tecth, thick and 
‘Paced at one end and fine and dense at the other. 








une deities is represented on One other example with the same decoration 


anc an adenical шил! is inthe State Hermitage 


placed symmetrically on cither side of a foliate 
cross. From the lower part hang successively an 
opemwork chain, a cross whose horizontal arms 
terminate in small hands holding candlesticks 
and the polycandela, The various sections are 
collections of the former Kaiser Friedrich held together by single or double dragon-headed 
Museum (new the Bode Museum; in Berlin, hooks, 
the Royal Ontario Museum, Toronto, and the The stylised zoomorphic patterns recall 
Louvre, Paris (ҮҮШІГ 1909, no. 134: Hayes 108], those of à polycandelon in the Metsovo Museum, 
na. 195; Fork 1988, рр.107, 152-5. " 56, Gy, Grecee, and а conser in the British Museum, 
129.26; Bénazeih 1992, nos Е 11709, Е 14210, E. London, both of which display affiliations with 
11698, pp.51— 3]. the animals of thirteenth-century Islamic art 

The abundance of comparable examples, all Metsove 2000, pp.qo-4, no. 153; London م4‎ 
of Egyptian provenance, documents that this type p.201, по.2г7; ВаШап 2004, p.124). Further 
of vessel was very popular in the period. They examples of chorot, intact or fragmentary, can be 
were most probably used for perfumes and belong found in churches іп Serbia; dated examples are 
to a long tradition of similar miniature vessels with по earlier than the second half of the fourteenth 
the same purpose. Ancient examples are known century (Todorovič 1978, рр.28- 36). The Decan 
too, mace of silver as well as of humbler materials, choros (largely restored іп 0397), which is still in its | 
such as clay, while amphorae of glass and wood onginal location, has horizontal openwork strips 
are preserved from Roman and Late Roman with stylised fabulous beasts wedged with faliate 
times (Strong 1956, p.103; Von Bothmer 1984, ornament, as found in later, Ottoman- 
in the Benaki Museum, Athens (Delivorrias and по, 107; Rutsc сауа 1986, рр.з7- 39, nos يو‎ ornamented examples on Mount Athos (Subotié 
Fotopaulos 1997, рр.180- 1, figs 307, 309) and a 43; Stern 1095, n nos x 65-8 Siem 2001, nos me rom 1998, pp.79, 238, pls 79, tor; Thessaloniki 19976, 
bronze tripod in the Louvre, Paris (Barane 1976). оп 2007, p.1 рр.з72- 4, no.9.67 |А. Ballian]). The summary 
Nereids and Tritons are popular in bone and ! detail and rough workmanship of the Munich 
ivory carvers’ workshops in Egypt during Greco- concentric choros shows it to be a standardised product, 


il ТІП т. d 5 
(ігі adi: on die (он, а Тае нийн Nerd 
c 


(o мили аў {гелип a bearded Triton carrying 
pes 
1 im toe rear, а yer Triton holds the 


А (мәт 


Museum, St Petersburg Paris 20004, по. 214 
[O. V. Oshanina |i, while similar vessels have been 


ІШІП ; А | 
r identified in the royal tombs of Nubia and the 


і i iil al 
» i unir ei lib lap. Ehe made Nereids have only 


«above their heads The Tritons 


Nerd өйте spreads her arms in order 


"T AT] мах а 


have atleti {гити chests and trifid fish tails, 


[he waves in the sea are undulating 
enit aver! lines; 

Метей», the daughters of Nereus and Doris, 
are carried on the surface of the sea һу sea- 
monsters and Trirons (Plato, Албан, tbe; Ovid, 
МЦуатигрїйча, 2, 11714 thcir role ах 7 
of navigators and shipywreckers is well known 
Sophocles, Роси, 1470 71; Euripides, Helen, 
ista Ву; see IcardeGianolio and Szabados 19921. 
Marine deities, represented im syncretstic and 
ionographically eclectic ways, агс widespread 
in metal objects of everyday life in aristocratic 
milieux, such as the silver Projecta Casket in the 
British Museum, London (cat. 12), à silver plate 




























Roman times and Late Antiquity (Marangou | unlike those in the Serbian churches, at least. 
1976, pp.42—3, 81-2). The Benaki comb display two of which, the Decani and Markov, were 

the typical features of compact combi made oe commissioned by royal patronage. 2 
wood and ivory (see cat.167 and Volbach 1976, Pap rs r 


na. з. 88a) and its imagery finds «Пайва 


гіна ін ae Н M. 
1976, p.44 and nos 173-5, pp.81, 118, рі. 
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акт. 


amphora is pente Wa | 
and the belly with са ine | 


422 


Polycandela embraced designs ranging from 
the archiecraral vo the gramere and generally 
held between three and mne Тата, Шеш 
larger specimens arc known. This example 
could have been employed euher as à single 
uni or alternatively suisqencded fom a multiple 
hanger such as the onc ui the Archaologische 
мца ма Munich, from which over 25 
polyeandela were hung cat 120; Muliple kimp- 
holders are attested in both secular and religions 
contexts, Arcull, а Bishop о Gaul on a visit te 
Jerusalem in Ото, described ihe lamps m the 
Church of the Ascension on the Mount of Oves 
аз follows: Чо the customary lilt ob the стаім 
lamps on the ийн of the feast of the Lord's 
Ascenson м کا‎ usual to add immamerable other 
lamps; and under the termble and wondrous 


gleaming of these, pouring out сөркунзіһ 411 


the glass shutters of the windows, all Mount Oise 


seems not alone to be illuminated, hot even to be 
on fire’ iMeehan 4, р. б). 


CES F5 ES (1 
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Church hell 


Seba, د‎ Мин 1112 


Сам brona. height 72 cm, chameier 55cm 
Is Цасан fal 
Бұла Девет пин кй Uhr a Peru іште Жай ым Выка kail Хара 
لو‎ Шынылы سنا‎ әріге 14 (саран Миа; aiia aal LTEM ITI 
мкна BETERR| ве Маер ugue pe лт Ган مه ولب‎ Па 
This іх а all marrow bell with а broad mouth, On 
top there is а cast shalt with six strong, Muted links 
of square cross-section for fang the bell onto a 
special wooden beam. The bell would have been 
hung with strong hemp ropes from а beam to 
support its substantial 71 

Мгу lised rope ornament encircles the bell in 
four rows. The upper part is decorated with an 
icon ol St Nicholas within a simple, double and 
stylised бити". The saint blesses with his nehi 
hand, holding the Gospel-book in his left hand 
The robe is schemaucally drawn wath folded 
спорно with two relief crosses over lis chest; 
under the sakkos د‎ double eitraihelog can be seen. 

There are three inscnptions m Old Slavonic 
First row, from Ше tap; + XBAJIHTE ТЕГО В К MBAN 
ДОБРОГЛАСЫНХ./ ХВАЛИТЕ ЕГОВ К MBA] 
BCAKA ЩАНІА (Psalm CL, 5 
Second nic; + B САКО SMM ANTE ДА XBAJIHT ГА 
(Psalm CL, б) 
CHIE ЗВОНО СТАГО НІКОЛ НЖЕ BO cPoAHLA 
1 B ЛЕТО ПМ. MLA АВГУСТА B 
Third rou: МНОГО ГР INI РОДОП 

Church bells were not used in Early 
Byzantium. Instead, the summons to church was 
signalled by а wooden gong, the sanmo, and this 
is still used in many Onihodox monasteries today, 
Aer iconoclasm and in response to Western 
craftsmanship and practice, bells were imported 
and used in Byzantium. Bell towers became a part 
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of church architecture, amd 111 due coups the 
۱1111871112 ol bells marked mor only the starting times 
ol the services and solemn momentis m ТОЧУ 
but also sepe to wm ol danger or ta ЕИ 
good news. Each «ша Їнэ ac leas one bell, 
while сайынган ин н» аи аа ее lad 
whole sers of Dells лар vo vwelve: that were 
indeed m a эсийн аме. Mier 1453 the 
lurks banned the we of bells amd ti Serbia sen 
few have surived many were melted down lor 
we as guis This bell most probably 17 
because и was removed from the belfry before the 
seventecnth century and apparently buried for 
sale keeping. Br belongs now to the treasury of the 
Pec Posnarchate. 


Dyis мими а ЕП 
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Rodop's bell 
ема, 2 Ананың ۵1 
Сам arare, АВ во a3 7 
any cual Musee Ве ла. enm жик 4177 
кайлык The Play А ШШ ТТТ I Кенет aed Миа ورس‎ 
ініне 18 је Rr FE RR EE هه‎ rated miri i Дане ГЫ ې‎ 11 [i мин 
пен Шав سو‎ тару чь X oa pong, is Tl po dad ^ гүнж 
This bell, elongated m shape, has а rectangular 
section depicting the Virgin Orans in low relief, 
lt в decorated with bands with the donor's 
изсприой: (+prhstaa Таса bee promi i тае 
sje prinowen]e mnogorrewage гара svojego rodp 
vy ло Осип mscaa avgusta v пу mnago өтЇ нүү) 
гөр) (Holy Lady, Mother of God, accept this 
small offering from your sinful servant Rodop). 


In the year 6940, 2nd day of the month of August, 


The bell has a soprano ring. 

The inscription states the 6 af the donor, 
the nobleman Rodop and the date of casting: 2 
August 1432. Historical sources tell us that Rodop 
freed the despot Djurad] Branković (1427 56) 
from the prison at Constantinople, where he had 
been held capuve after the Battle of Ankyra 
Blagojevie 1997, p. 194). Rodop also donated а 
bell tà the Church of St Nicholas, Drenica. 

The Їн х decoration and insenpion reveal 
the careful work that went into making the piece. 
The bell for the Church of St Nikola in Drenica 
is made in the same way, including the 
representauon of St Nicholas. Iris probable that 
Rodop ordered the representations of the patrons 
to whom he used to pray, such as St Nicholas (see 
cat.172). The impression that both this bell and 
the one from Drenica were produced in the same 
workshop and by the same master is based on 
their shape, the representations, the inscription 
and the support, We have no precise informauon 
on the workshop, but it is known that bell-making 
workshops existed on the Айпапс coast, and that 
travelling master-smcelters were active in Kosovo 
and Metohija. 

NATALA CEROVIC 
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Copper alloy plaque with ilu Hodegenia 
and sais 

уаш, очи в e nde emi cias 

і ANM лүү, ١ це pnr P an 

Me Т тэнхэл die ome Abuse, Тен pa НИЙ, beg, i 


1111۲-3111۲ ва и и ма ре Мне а iE ai 


e Ng 11 Мн і 
ivi rivi: Wie кан, 1 а 27 


The Mother of God stands holding the Christ 
Child berween the Archangel Michael tà her right 
and St Theodore to her left on this сам Copper. 
alloy plaque. Michael and the Mother of God iis 
maimed in abbreviated inscriptians on either side 
ol their haloes; St Theodorc's name is written ош 
ш Full. They are surrounded by à raised border 
WIL а sinus beal-seroll decoration, The Virgin is 
shown as the Нодешейла, pointing to her son as 
the гоше to salvation. In return, Christ raises his 
right hand in а gesture of blessing, and holds a 
scroll in hus left, The archangel and saint to either 
side both face forwards, representatives of the 
heavenly court that accompanies the holy couple, 
This is emphasised by their dress. Both wear court 
robes, notably the ehlamys, а cloak clasped over 
the night shoulder. On Michael's robe is a 
decorated rectangle, the Ман, a further attribute 
of senior courtly rank. St Theodore's court dress 
can be contrasted with his appearance in many 
other images from this period, in which he is 
alten shown in military dress to reflect his role 

as а warriar saint (see, for example, cat. 170). 

This image reflects à different facer of his cult, 
promoting his aristocratic associations, his close 
relationship to God and his martyrdom, denoted 
by the martyr's cross he holds in his night hand. 
The style of the figures is closest to that on 
Byzantine ivories of the tenth to eleventh 
centuries. A small object such as this must have 
been for personal use. It has no holes or other 
means of attaching it to something larger, so it 
may well have been designed as a focus for 
prayers or to be donated as an ex-voto offering. 


AWTONY РАЗГМОМИ 
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Homilics on the Virgin Mary һу 


James Kokkinobaphos, folio qt 


Constantinople, First half of ihe тис century 
Магистри on Parchment, 23 х 16.5 cm 
Майна” ruicsnabe Аг | race, (ңін, Or هو‎ 
ipn E зара ما‎ шар وما‎ ІШ авд 1684: ٢ ٢ roal, 
LOPES нэгийн. Parlier ИШ, рр Y 

"ar مت‎ t те Onoona пгт, Wem 1047 1 
РВ, НЕП, ips Сога пана. pr Ма, Тан ний, روا‎ 58 Laine Ти” 


Hey ba реки, нийг 
зан! санал Wows Farm нх ваа к دام‎ 141 де Ажийгтын той, هسال‎ 


The six homilies on the V irgin Mary contained 

їп this manuscript were composed in the first half 
of the ке ДЪ century and were based on the 
apocryphal Gospel of Fares and his Byzantine 
commentators. The author of the homilies, James, 


a of the monastery of Kokki nobaphos and 
а Kinsman of the imperial family, was also 


Абы» а 


ic lor clesia tur уве of illustrations; 
Mi т 


ким!‏ په 
ШЫ (ратамі witness Ho Uwe piliin art aol‏ 


hese Їн 


үс Коопилий, "Ehe first илнаще im the manuscript 
Ша 


фара НИ (dept | 
Ізі John Chrysostom and then kneeling 


hie wither Forst мама at thie 


lot c 
үс алган Orem of Nyssa. Another example ol 
иг : : 


iue хагас ех! illustrated by a eyele of miniature 
г ii : 


АШ ЧЫ which is almost identical, apart from 


| з | 
w superior m te марш” and presented in 


ТИПП 1 
a Format 1а! | 
can be found ina manuscript now in Vini: ilt 


is nearby twice the size of this one, 


Vaticanus graecus 1102), which may have been 
copied by Ше same sc пі». ер 

On the page opposite the beginning of the 
first homily, in both the Paris and the Vatican 
manuscripts, a full-page miniature painting depicts 
a sumptuously dee erated Byzantine church, inside 
which the scene of the Ascension 1% portrayed: 
below Christ enthroned in his mandorla carried 
by four angels stand the Virgin Mary and the 
Apostles In the lower edge, separated from the 
central group by twin columns, stand Isaiah (on the 
left and David ion the right) unfurling before them 
a scroll bearing a verse from the Old Testament. 
To the question posed in the Book of Isaiah, "Who 
is this coming from Edom?’ (Isaiah ЖП, 1), the 
psalter replies: “God rises to the roaring of nations’ 
(Psalm XLVI, 6). In the upper part of the church, 
below the central cupola, the Apostles are shown in 
a semicircle around Peter and Paul on the day of 
Pentecost. The main subject of this collection of 
homilies is emphasised by the initial marking the 
beginning of the text on the opposite page: in the 
letter опистон of the word ouranon can be seen а 
portrait of the Virgin and Child surmounted by 
the insenipuion "The Mother of God’. 


CHRISTIAN FÜRSTEL 
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Perfume brazier in the form of a domed building 
Сопмапіпаріе or Italy, end of the twelfth century 
Silver, partially gilded, embossed and perforated, 16 ж 39 ст 
База di бал Marco, Venice, Temno, inve 19% 
энн}, p. du А, Мр!) 
This singular object in silver-gilt is regarded 
as one of the most exquisite objects in the 
Treasury of St Mark's, it shows both Byzantine 
and Western artistic influences, Scholars have | 
advanced a number of different hypotheses about 
its place of origin: Venice, South Italy and. 
Constantinople, г. 

The model church is built оп а square 
plan and has, around a central cupola, four 
domed apses, and four towers surmounted by : 
à quadrangular cusp. И recalls the representation 
of the church in the Homilies of the monk James 
Kokkinobaphos (саб 152], whieh is sometimes 
identified as the Church of the Holy Apostles 
in Constantinople. 


Пие domes; the roots of thi quadrangular 
towers and the upper walls are all decorated 
with perlorated plant patterns. The embeossed 
decoration ean hi seen on the lower wall, where, 
lese the (wo «пай doorways containing the 
haloed figures of an armed man "Andrea, 
strength) and а woman [ҥн her righi 
hand ai her forehead (Phronesis, prudence), 
the following symbols are arranged (in 
anticlockwise order): a griffin, a lion, a cherub 
with his head in an upturned basket, а man and 
а woman, à centaur, a lion rampant, (wo griffins 
facing one another, another two lions, two sirens, 
a griffin and а lion. In medieval symbolism these 
images represent the vices that the two moral 
virtues, depicted on the doors, must vanquish 
in order that the "little church’, which represents 
heavenly Jerusalem, may be entered. There сап 
be no doubt, therefore, about the devotional 
purpose of the abject even before it became a 
reliquary; a slight alteration, possibly carried out 
later in Venice, allows the removal of the central 
cupola so that a small rock-crystal bottle may 
be inserted; the bottle contains the blood that 
flowed from a crucifix shattered by a pagan 
іп Beirut in 320. 

MARIA DA VILLA URBANI 
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Psalter with the veneration of an icon of the 
Virgin Mary Hodegetria 


Constantinople and Cyprus, around 100 
Tempera and gold on parchment, Latin and Greek bilingual 


Раст and other teas of varons dates, مه‎ x 24 cm 


Хавае Манга راه‎ Berlin, Каасчан шашағы, үй А à (orden 115! 
rmv E armen 16 {әй нү, ve lank Taedorsges ما‎ Carla, Мит Luis 
Limitnin i nd Детивайгт, rpms анай Атаның N < Ti м1 а пагтпїзгт 
لم‎ ther 1 

mun ийттинъ га: DBuchtal ңін, pp مج وو‎ серада p. ra сэлтийг سا‎ 
үрэшийнэй ілі ч hihe یسصو‎ кн, لب‎ рз. ДИЙ у ۳٣ ۴ río سوه‎ Work 
тины, OTD, اما اه ځا تلع‎ Пена مه‎ үүр, bim ن3‎ 


This miniature 18 the most informative 


representation showing the Byzantine cult of the 
‘Virgin Hodegetria in action. It realistically records 


how an icon believed to have been painted by the 
Evangelist St Luke and blessed by Mary was 
displayed for veneration, with its red veil (peplas) 
rolled up and tied back to reveal the holy image. 
The large icon of the Virgin Mary Hodegetria 


pointing to the Child between the busts of two 


angels is fixed with diagonal struts to а heavy 
stand on a stone floor. Below the icon is a smaller 
copy of the image, which was detachable for 
kissing. The icon is protected by a canopy 
(ciborium) on columns, and has a figure of Christ 
at the apex, perhaps a symbolic reference to his 
acceptance of prayers. A lamp hangs on cach side 
of the icon, and it is protected by а metal grille. 
Outside the grille in the foreground in front of it 
are мо praying figures, а bearded man on the left 
in a red tunic with a disunctive sash at his waist 
(meaning uncertain), and a veiled woman on the 
nght. Behind them and rhe grille are two youths 


Ah 


and a child on the lef, and three on the пин, 
probably women: all are dressed in red. It is not 
clear whether this is just one family, or а husband 
anc wife in front ol à choir or group of guardians 
of the miraculous icon, The confratermity which 
guarded the icon of the Hodegon monastery at 
Constantinople dressed in red. 

The most likely conclusion is that this 15 a 
visualisation of the Constantinopolitan setting of 
the cult inside the Hodegon monastery (but not 
the Tuesday procession outside), Buchthal, who 
studied the manusenpt carefully at first hand 
(1983), had па доц that the хіх full-page 
Miniatures m а separate quire at the beginning 
were nat part of the orignal manuscript but were 
made in Constantinople, quite probably at the 
Hodegon monastery, and later inserted into the 
book. His argument is persuasive, but has been 
challenged (Athens 2000; New York 2004), 
although without new codicological evidence, 
They argue that the Psalter text of the rest of the 
book was made for use at Famagusta, and 
conclude that the miniature represents a 
Hodegetna cult in that city, 


ROAN CONMACK 
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Tray with representation of the Apostles Peter 
and Paul flanking a cross 

Carthage, around 400 

Clay, 37.0 = 30.8 cm: width of frame 44 em 
m" سر وز‎ гачиг, зға, тад, موه‎ пй үт ede] Білте 
Салк ны ОА poplite i ыса іт үр. а 
چا مھ‎ ıi Corry шый Міна stel, pp جحد جه‎ Pp و‎ 

This rectangular tray belongs to the category of 
Late Roman terra ngibrit (п Ше clare С, ARSIV, 
Form Hayes 55) and was made using а pair of 
moulds, The honzontal frame has an edge of 
semicircular cross-section and the base, of almost 
triangular cross-section, is г сіп high. The tan clay 
is fine-grained with very few inclusions and the 
«lip is of the same colour. The tray bears traces of 
lead nails and a hole from an ancient repair. In 
the course of mending this object, it was noted 
that some sherds in the collection belong to the 
as belonging to it come from a different tray, 

The main representation, executed in low 
relief, is framed by a double incised line. Incised at 
the centre is a Latin cross with the letter Кво" on 
the arm. Left of the cross is an enthroned male 
figure in the type of the seated philosopher, with — 
the right hand raised in a gesture of blessing, while 
the left one, covered by the himation, holds a 
closed scroll. The large, lively eyes, the thick beard 
and the bald forehead permit identification of the 
figure as the Apostle Paul. Right of the cross is 
Peter (Benaki Museum fragment, iny.nos 12425, 
12434]. 


CATALOGUE ENTRIES 176- 178 





The frame i decorated by scenes in smaller 
scale, from the story of Jonah, while on the two 
vertical sides of the tray is а fish motif in larger 
scale and more realisucally rendered. 

Represented on this tray are important 
Christian scenes. The two leading Apostles on 
ether side ol the Cross expresses the union of the 
heavenly and the carthly Church, while the 
allegorical story of Jonah symbolises the Fall ot 
Man and Salvation, Christ is svinbolwed by the 
Irsh IXATE, fish, being an acrostic for ‘Jesus 
Christ Son of God the Saviour’, 

Trays of this type were made in the area of 
Carthage from 360 to 440, but lew «илесе and so 
perhaps they were rare. Their shape, which copies 
that of silver trays, their relief decoration ancl its 
symbolic character suggest that these were mot 
simply ۱1111111113111 objects but used m church 
worship. 


*ATATLTA РТИ ПИ -IFAT ATITMTTR 17 
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Gili-copper plaque with St Theodore 

Byzantium Constantinople msdeclevemh села 

Call copped, i= 2 em 

Vbe Тэлээ «4 Her нэт М рые, Lonaken, rea qo, 7.4 

мазе وغ‎ Fras шық ішік هر‎ ЦАА: | еміне ің, وما مه‎ C Lnd 
St Theodore was one of the most popular 7 
sainia in Byzantium. On this cast copper plaque 
he appears in miliary dress; holding а spear and 
shield, his sword hanging from a strap across his 
back. The armour of his cuirass has been carefully 
carved, and he wears a sash around his chest and 
а cloak to denote his officer status. His saunthood 
is ancicated both by his halo and by the small dais 
on which he stands. The small scale of this plaque 
sugpests that и was а personal object, Although 
relatively few such objects are known, it is likely 
that they were made in large numbers. Other 
comparable examples are known wath images 

of other saints, such as а plaque showing 

St George in the Kanellopoulos Museum, 

Athens (Brussels 1982, no. Вг.28), 

The broken projection at the base of the 
plaque may have allowed it to be set up on а 
чанд or carried in procession. И was probably 
either offered to а church as an ex-voto on behalf 
ol its owner, who was presumably particularly 
devoted to this saint, or carried around to invoke 
the saint's protection for the wearer at all times. 
Compansons with other small-scale carvings 
suggest that this example was probably made 
in the eleventh century. 


AMTUNY БАЕТА 
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Textile hanging with St Makarios and 


WOT HE 71 


Rev, mh сг ІШІН centr 


lane п ана! ча his в Hh cvm 


Мел Манн, Чинээ яма mur هر‎ 

maig (шн Pun] нені Paduae Lares 8440‏ واو 

44181118 MARRE за ве Чарны Дава өңің Гы rame صا‎ ۱ qnte, Ма اي‎ 
різ ІМіғзттыз amd heaga аце, سه‎ pars үү! ام‎ nu 
pp 475. N 


rodrigo na 
Ада реда: rob و‎ 
The two selvedges and the warp fringe on the 
bottom side are preserved, indicating that the 
present dimensions are 017271111, This piece 
belongs to a group of looped hangings but it is 

ihe only piece preserved in its onginal dimensions 
and is much smaller than the other known pieces 
which generally have three or four registers 

The looped decoratum almost completely fills 

the weaving: beneath an aedicule are two figures, 
an mscnptieon and plant motifs. 

The two standing figures are viewed front 
on but with feet seen from the side. The 77 
on the right, а woman, appears slightly 

deceptively) shorter. Their hands are raised in 
prayer аз orants). The facial details of the man 
are graphically depicted. His head sits on a thick 
neck which is the width of his shoulders. The 
ligure wears а red tunica with long sleeves and long 
green ал. A blue mantle with H-shaped 
decorations covers his left shoulder and falls on 
the front and back of the man's body. The weaver 
probably intended the mantle to follow the 
Classical Roman manner. The woman's facial 
details are similar to those of the тап, She too 
wears а tunica but slightly longer, with richer clari 
ша green and yellow chequered pattem. A 
дей) purple veil covers her head, loops over her 
chest, and falls behind her to her feet. The bottom 
of the purple mantle has two rosettes. The red 
zuzag lines next to the head and [cet represent 
the fringes of the veil. 

According to Anna Apostolaki (1953), the 
Coptic inscription can be read as an invocation to 
SS. Kyriakos and Makanos. However, the reading 
of Masimilien Durant seems preferable, as the 
figures are à man and а woman and not two men: 
*Hethyme (the daughter of) Kyriakos (and) 

Apa Makare’. 

This hanging follows а long Egyptian 
tradition: the funerary stelae from Kom Abou 
Billou dating from the Roman period contain 
exactly the same depiction of a deceased person in 
а praying position under ап aedicula (Hooper 1961). 
Here the pagan symbols of those stelac have been 
replaced by a Christian invocation. This 
arrangement i5 also common on Christian 
funcrary stelae (Paris 20004, nos 101, 102, 
год, 1097. 
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Reliquary sarcophiagus 
Му каа, НІШ seventh сты 
Мае аййїюнигїгаїс, 27 » I a 25 ^ cm 


A udis Чы ja ales Мага dd яв! каране ele وا‎ Valle مال‎ Саа, په‎ 


тыз ын 
nn rire ткн чүл Martinis а вм ў пана хай lly 


This reliquary sarcophagus consists of a ough in 
light marble, lightly veined in red, with a sliding 
lich, 11 was designed to contain a silver reliquary 
box of welded sheet silver nv. no. an 7965), also 
with a Па 14, whieh is too fragile to be exhibited. 

The sarcophagus differs from the usual 
pattern only im its much smaller size; its function 
was to hold not а body, but a relic. [n order that 
the silver reliquary could be placed inside it, it has 
a sliding lid = an unusual feature = instead of the 
more normal pitched ld with acroteria on top or 
а Пах lid that can be fitted оп top. 

The sarcophagus can be connected with 
four other examples: one in the National 
Museum, Varna (пм. ти, 522; Buschhausen 1921, 
pp.291- 2, по С 26); one that was discovered 
beneath the altar in the small church dedicated 
to SS. Nazarius and Celsus in Garbagnate 
‘Buschhausen 1971, p.285, пос 15); one from 
Ain-Berich in Algeria (Buschhausen 1971, pp. 318— 
19, по.с 72); and one from the sanctuary in the 
basilica in Odes Tritis Septembriou, Thessaloniki 
(Makropoulou 1983, pp.25- 46, pls б and 7). 
Thus, although they are unusual, sarcophagi 
with sliding lids have been found over a wide 
geographical arca. 

The sarcophagus and reliquary are decorated 
with great restraint: large crosses are somewhat 
clumsily carved on the trough and lid of the 
sarcophagus. Another cross is embossed on the lid 
of the reliquary, which also bears an engraved 
inscription in irregular Greek capital letters, 
‘AIWANA [for AEIVANA] ATION ATIOCTOAQN 
KAI MAPTYPON', (the remains of the holy 
apostles and martyrs). 
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Reliquary crucifix 


Constantinople, first Бай of the tenth century, 
Monastery of Sa Michael, Damokrancia (new Güzelce) 
Partially gilded silver crucifix holder, 

354 a 23.7 cm 


Светата des Mines il art гі she da V : i 
дист سه‎ ud سور‎ Basher hese pr CR ЖИК, 
This reliquary crucifix used to contain a bronze 
crucifix whose arms terminated in two small silver 
balls. The bronze cross may be older; it fits into 
the reliquary crucifix with some difficulty, 
Although the reliquary crucifix is beautifully 
executed in its own right, its primary interest lies 
in the inscription on both the back and the front, 
which has been the subject of numerous studies: 
The text has been transcribed in two ways, 








ТҮМ изга», reads: “This priceless labour, 
phe firsts I 


„пий f great : 
«й ander in сін ofthe Macedonians, 


and domestiko of the Western Empire, 
alter St Michael, patron ofthe armics, 


і devotion, 15 created In Leo, 


۱ 
ү! ПШ 


Уі 
{н ар : 
af Ghonae, which has already 


the army қ 
и he may hereafter be given 


mappen егі, so thi | | 
une of Damocranite." The alternative 


ihe new nm 
reading is by Bouvier: “Ош of devotion to the 
divine Michael, chief of the celestial armies, who 
appeared at Chonae wearing the features of a 
young man, this excellent piece born of holy 
ardour, Leon had it made, first magistrate of 

the Macedonians, patrician anc domestikos of the 
Western Empire, also known as the Damocramite.’ 

The question of Leo's identity and the exact 
period at which he lived is therefore still open to 
question despite the studies made of the crucifix. 
The donor mentioned at the beginning of the 
inscription is difficult to identify. His first name, 
Leo, is known, as is his military position as 
commander, domestikes ton scholon, of the Western 
Empire, which undoubtedly explains his devotion 
to the Archangel Michael. 

According to Bouras, Leo might be Leo 
Phokas, who was appointed Domestikos of the 
Occident after 959, and remained іп post until 
964, the date at which he became ه۵‎ 45 
Cheynet also suggests convincingly that he 
could be Leo Tornikios, who rose up against 
the Emperor Constantine EX Monomachos 
(1042-55). This Leo may have commissioned 
the crucifix before 1046, the year in which he 
was posted to the Iberian peninsula. 


МАШКЕ MARTIESIANI-REBER 





183 


Epistyle from the Church of the Koimesis 

at Skripou 

Made on site, at Skripou, 873/74 

Marble, 18.5 x 133 « 43.5 СІП 

The Hellenic Minsery له‎ Culture, гүн Прікезіс «4 Пагва Aah ille, 
а nd Зарына, Crema, Речна 
مس‎ Es 
This sculpture is one of the first sanctuary screens” 
(templon) made after the end of iconoclasm فا‎ 
843, and it belongs to the surviving large church 
at Skripou founded by an imperial official, the 
protospatharios Leo in 873/74. The exterior and 
interior of the church are profusely decorated 
with ornamental string-courses, cornices and 
other features, and with inscriptions recording 
the foundation and the dedication to the Virgin, 
St Peter and St Paul, From the sixth century л 
onwards Byzantine churches were equipped with 
à higher sanctuary barrier than before, known 43 
a templon. Skripou has a central templon in front 
of the sanctuary and additional ones for cach of 
the two side chapels. All three had collapsed by 


۶ 


the late mneteenth century, but most of 
the broken pieces have been found and 
stored today, 

This epistyle (now broken into two) was 
onginally fixed at the opening to the north 
chapel, dedicated to the Apostle Paul (Мерач 
1960), И was secured at each end in the walls and 
supported hy two colonnettes on cach side of the 
central opening into the chapel. At the centre of 
the front face are three decorated crosses, between 
a sequence of lyre-shaped acanthus with small 
crosses, The decoration is identical to that on the 
cornices of the church, indicating clearly that the 
templon was an organic part of the monument. 
The back of the epistyle facing the altar has a 
simple spiralling stem. The underside is decorated 
at the centre by a cross, surrounded by vine stems 
and two peacocks. Two plain surfaces indicate the 
position of the colonnettes. The rest of the beam 
has interlinked roundels enclosing animals with 
anthropomorphic heads, alternating with ibexes. 
This decoration is designed to be seen the correct 
way up by the priest inside the sanctuary. 

The relief style of the sculpture matches an 
epistyle found in the Church of St Gregory in 
Thebes, no doubt by the same workshop, 
probably based at Thebes. The relief sculpture 
has much in common with the slightly later 
Church of Constantine Lips at Constantinople, 
indicating the wide dissemination of such carving 
around the empire. 

EVANGELIA БАН 
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Closure panel with two peacocks 

Thebes, twelfth century 

Marble, 57 х бо я 4% cm 

The Пиета: Wiary а Cinare, гүнд Fpl of yma Аппиранага, 
Сы, im нө qh 

EAEN rne Chinia وپ‎ yû, pp ړ- الو‎ Meron yen مس‎ үк уа. 
fag. yf 

This almost intact panel of white marble has 
suffered some minor losses in the lower part. 
Represented in profile are a symmetrical pair of 
preening peacocks with fanned tails, on either side 
of a plant sprouting from a tubular vessel 
decorated with astragal (bead-and-reel) pattern. 
Dominating the centre is a flower, in which nestles 
a bird = possibly a partridge — turning its head to 
the left. Two symmetrically developed and 
opposed rinceaux terminating in half-leaves, a 
common motif in Middle Byzantine sculpture 
(Sklavou-Mavroeidi 1999, nos 239, 244. 245), 
sprout from the central stem and fill the 
background. In contrast to the schematic 
rendering of the plant, the peacocks are portrayed 
with à certain realism, The upper parts of their 
bodiesare executed with circles with a central 
hole, the lower parts with parallel or vertical, decp 
incisions, and the tails with a combination of 
circles and incisions. 


4f 


The theme of animals - real or imaginary — 
or birds flanking a plant that symbolises the Tree 
of Life is encountered frequently in Byzantine 
sculpture (Sklavou-Mavrocidi 1999, nos 151, 156, 
157). However, the rare detail of the Ішіс bird іп 
the foliage endows this particular composition 
with a lively originality. 

The distinctive carving technique is 
characteristic of works of the twelfth and 
thirteenth centuries (Sklavou-Mavrocidi 1999, 
поя 250, 251, 252, 254, 25%, 256, 257), and the 
decorative subject of spiralling stems are clements 
that support a twellth-century date. 

This pancl was found near the modern 
Church of St John Kaloktenes (c.1900) (Orlandos 
1939 40, р.138 he was bishop of Thebes in the 
late twelfth century (Delvenakiotou 1970; Savvidis 
2000, p.581). The size of the panel indicates that 
it was part of a Іше templon screen in а small 
Byzantine church, whose identity eludes us. 


АКОВОМАСНЕ КАТЕ АК! 
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Double-sided closure panel 

Thebes, ninth century 

Marble, BB 3 = и, в ж га. cm 

The Hellenic نتا‎ of Calrurr. гу Ephraim of Bsdumie Antiquis. 

k‏ ام укыл. В Меня із 4 ST ту,‏ ر 
ان ل ړو » kites » ren‏ وښ МАХ‏ کش 
الس سادا [р (qi. бна,‏ جح رعا sin. pp mtt. ігра, Бар хүйг‏ 

This closure panel reuses an ancient plaque, 

on the upper surface of which can be seen the 
beginning of an ancient inscription, possibly of 
an Бопопйс decree: АРЕТНС ENEKEN КА! 
KAAOKATAGOLAC OE[OIC]... On both faces the 
subject is developed within a rectangular frame of 
rinceaux with ivy leaves. Represented оп one face 
are three trees: the central tree, with foliage of ivy 
leaves and trefoils, grows from a conical base 
where two birds sip water. The space between the 
birds and the tree is filled with two rosettes. The 
smaller trees have leaves and fruit; їп each of the 
two lower corners isa bird. At the centre of the 
flanking а lyre-shaped tree. In the field їз د‎ 
second half of the ninth century in Thebes, at the 


This workshop is documented by the architectural ? 


sculptures of two important ecclesiastical | سب‎ 


monuments in Boeotia: the ruined Church of 
St Gregory at Thebes (871-73) and the Church 

of the Koimesis at Skripou (873.74; cat. 183; 
sculptures found elsewhere, such as Euboea, 
Athens, Corinth and Volos, are also attributed to 
J (Gruber 1963, وو و‎ ARL 
рр.220 33). Similarities in technique, subjects and 
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style leave no doubt that this panel should be 
ascribed to this workshop, even though there is 
no indication of its provenance. 

The scenes in low relief are distinguished by 
symmetry, schematisation and а two-dimensional 


concept of composition, There 15 an obvious 


attempt to All the entire surface with motifs. 
Characteristic о the decorative subjects (Pree of 
Life, peacocks! کا‎ their eschatological symbolism, 
as they are linked with eternal life and paradise 
(Underwood 1950. pp. В8, до гол: Bouras 19820; 
Maguire 1987, p.30). 
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Double-sided closure panel 

Thebes (^, Вуз 

Marble, 47.5 = 73H колуп 

Phe Heller: Miery of موش‎ гүлі Egdscaee له‎ leanne Aretes 
halls. inc тн маце 

аа аца Chee ام‎ Sa берн ibe Cheney, Thee 

туған раци эн бичин defen Кака avevo 
i рыня pa, pip гні зд, ساسا‎ ere, ўз b, Pars үр. 48, Kishila 
This closure panel from a templon screen is 
decorated on both faces. On one face, within а 
rectangular frame, are two peacocks facing each 
other pecking the branch of a wee standing 
between them. In the lower part is a third 
peacock, biting a snake. A smaller bird fills the 
space between them. The panel is surrounded by 
a double frame of degenerated astragal pattern 
with lozenges and a spiralling stem that forms 
circles in which are mscnbed rosettes. The central 
subject on the other face is a Greek cross with 
flaring ends to the arms. From each arm sprout 
stems that join together and split into smaller 
ones, terminating in trefoil or ivy-leaf-shaped 
bucls, forming a mesh around the cross. The 
composition 18 framed by a zone of linked palm- 
tree motifs. 

The thematic repertoire 15 inspired primarily 
by Early Byzantine models, such as the two 
confronted peacocks flanking a tree and the 
cross, Here the compositions are enriched by 
a multitude of details, 111 an endeavour to cover 
every part of the available space. The birds and 
plants in low relief are transformed into flat and 
conventional decorative motifs. A disposition for 
the ornamental is apparent im the treatment of the 
peacocks’ plumage, which is indicated by incised 
lines and circles, as well as in the diverse rosettes, 

According to the donor inscnpuon, the 
Church of 5t Gregory was founded by the 
imperial Kandidatos Basileis in 872 (Sotiriou 1924; 
Koilakou 1998; Koilakou 2008). The sculpted 
decoration of this church, like that of Skripou, 
was probably the work of a workshop based at 
Thebes (Grabar 1963, ټم‎ 95-9, pl xrin.1—4; 
Papalexandrou 1998, pp.220—33). The 
craftsmanship and the shape of the peacocks’ 
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bodies on this panel are similar to minth-century 
sculptures from Constantinople, while the 
composition, with a central panel enclosing 
several birds and surrounded by a double frame, 
recalls Byzantine ory caskets (Grabar 7 
pp:95 = 7. pl.xuw. 1). 
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Silver chalice 

Syna, Early Byzantine, axth century 

Silver with صلاعنه‎ anc шїї, 18 « 26.6 ж t6 cm 

hee id. Finer Миз. رمتا‎ Шыған | asl Магу 5. Makers Fund, 8373 вита 
sen cares DN i у. ERIT SU Eu 
شه‎ M go teh و‎ мэх Cosa ووش فلا‎ 
This elegant silver chalice, used to hold the wine 
of the Euchanst, served as part of a liturgical set 
for an Early Byzantine church. The technique and 
form - partially gilded silver hammered into a 
broad cup attached with a knob to a flared foot - 
i$ very close to sixth-century chalices found in 
Syria. Indeed, the chalice is said to have been 
found іп Syria (it passed through collections in 
Lebanon and Switzerland; Fuad Alouf Bey, the 
Lebanese collector who once owned it, indicated 
(Dodd 1973, p.25) that the Boston chalice was 
found with a silver paten with stamps from the 
reign of Anastasios (Ар 4098 — 518), but this 
information has never been confirmed (Baltimore 
1986, p.246). 

Each side of this cup عا‎ decorated with а large 
engraved and gilded Christogram (a combination 
of chi and rho, the first two letters of the name of 
Christ in Greek); the letters alpha and omega (the 
first and last in the Greek alphabet) that hang 
from the chi refer to Christ as the beginning and 
the end of all things (Book of Revelation I, 8). 
Around the rim of the cup is a Greek inscription 
inlaid with niello (a dark metallic substance): 
‘Having vowed, Sara offered [this cup] to the 
First Martyr [Stephen]. 

The Boston chalice, together with many 
similarly styled Early Byzantine liturgical objects 
found in north-western Syria, attest to the 
considerable prosperity of the so-called ‘dead 
cities’, an area characterised by fertile plains, 
agricultural bounty and at least 700 documented 
settlements to date. The stability of Byzantine rule 
from the fourth to the seventh centuries in this 
region allowed the pious and prosperous to 
finance the construction of many churches, 
monasteries and to donate expensive liturgical 
objects. The dedication on the Boston chalice, in 
fact, follows the form of inscriptions found on 
stone door lintels with the names of donors and 
Christograms in the ‘dead cities’, وا‎ this case, a 
woman named Sara undoubtedly gave the 
valuable chalice to her local church in thanks for 
her answered prayers, | 
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Reliquary of the True Cross 


Southern Baby (5, late ае ИМ century of c igon 

Silver gilt, Сане opaque enamels on à silver шїї support, 
мани, glass paste, 24 & (62 ж r^ cm 

Мінае che Awe pris ke Дра, Чив یې ته‎ 85 гы 

Faas вийн ЇГ ийн ale Beaune уа Charm, Paria مسا‎ 


alr, ка April (р 


әлі Тіп детен ACA Liber аб], үнэ 1554. piden dj Pirn мре. к 
shy, Pars ups, шэ لا‎ us qim 1. Palermo Ir, ima 11, [9 115 ath T Ізі, р. 


This large reliquary cross has two horizontal arms 


supplemented Бу а Шиг, shorter and oblique one 
! 


evoking the sutpedaneum (foot support of Christ оп 
the Cross), at the bottom. The crass may have 
been originally encased within a precious jewelled 
box, The wooden core is sheathed with a silver- 
gilt sheet embellished with enamel plaques at the 
intersection of the upper arms. The naked figure 


of Christ on the Cross in a loincloth is on one side, 


topped by an ornamental quatrefoil, while the 
empty crucilorm cavity for relics, on the other 
side, کا‎ crowned by a medallion with a bust-length 
figure of Christ making the gesture of blessing, 
The arms have five rectangular tips, only three 
of which are original and bear an enamelled 
pattern of stepped crosses. The field is further 
enriched with oval and rectangular cabochons 
of glass paste bordered with twisted wire and 

a series of small loops that may have supported 

a string of pearls. 

The enamelled Crucifixion reproduces tenth- 

or eleventh-century models, such as the one 
found on the reliquary box from the Cathedral 
of Monopoli, which also has a border of stepped 
crosses in enamel (New York 1997, no.110, 

pp. 162—3). However, the elongated proportions | 


of the body of Christ, the exclusive use of opaque | 


enamels and the gold scroll embedded in the 


enamelled background all point to a later date im | 


the late twelfth or early thirteenth century. 6 
cellwork and figure drawing of the enamels and 
the physical appearance of the gilded surface, in 
their turn, bear similarities with South Italian 
works of this period, such as the Gospel-book 
cover of the Archbishop Alfano in Capua 
(Ravenna 1990, no.77, pp.194—5). The recurrence 
of the third short arm on a reliquary cross from | 
Alba Fucenze in the Abruzzo region, now in е 
Palazzo Venezia, Rome (Frolow 1965, Вдъвъ, 
р-150), favours an attribution to а South Italian 
workshop (Paris 1992, no. 255, pp. 340 1). 
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Processional cross 
Constantinople, first half of eleventh 
Cast copper al : нее ер 
Уб 901 тэ ОУ, hammered, engraved and punched, 
ces Ro UN kn na 
та. уо, Банда iul. 


шоог, nos rper رل‎ се 2 
порица Е 










The Пат ab armis of this proce ааа в cress end in 
jebs flanked by undecorated circular serifs at 
озин, The six holes on the underside of the 
sont arms were for pendants (pentelia), 
Qu the front is the crucified Christ, wearing 
ч loincloth. Inscribed within circles on the 
horizontal arms are the Virgin and St John the 
Theologian, | both turned towards Christ. The 
Crucifixion scene is completed by the biblical 
хіх: IAOY О Y(DO(C) СОУ (Behold your Son) and 
IAOY Н МН(ТНУР СОУ (Behold your Mother) (John 
XIX, 26-7). On the upper roundel is St George. 
On the back is the standing figure of the 
Virgin Mary Огап», Н BAAXEPNHTHCAN (The 
Blachernitissa). She is framed on the roundels, Бу 
four healing saints: Kosmas to the left, Damianos 
to the right, Hermolaos above and Panteleimon 
below 7۷٧ lost but identified by the surviving 
inscription). 
The cross has three dedications: beneath 
Golgotha: K(YPDE ВОНӨН TACO AOY[A]O 
IL ANNH) (Lord, help your servant John). 
It کا‎ punched and the script is similar to the 
inscriptions identifying the saints, John 
presumably commissioned the cross (Brussels 
1982, no. Br. 16). There are two later inscriptions 
on both faces of the upper arm of the cross, 
mentioning two more donors: Leo Boreas (on 
the front) and George Syros (on the back). The 
recording of successive donors on processional 
crosses کا‎ not uncommon, as these objects were in 
use for a long period (Cotsonis 1994, рр.29- 328. 
Parallels for the writing on the cross exist in 
manuscripts and inscriptions dating from the 
second half of the tenth to the middle of the 
dleventh century (Spatharakis 1981, П, figs 58, 64, 
Во, 88, 91; Mundell Mango 1994, p.223). The | 
iconography recalls the decoration of tenth- and 
cleventh-century reliquary crosses (Pitarakis 2006, 
pp.68 fL). A contemporary processional bronze 
cross, now in Princeton, is the closest parallel in 
technique and script (Princeton 1986, no.68), | 
The representation of the Virgin. 
Blachernitissa, in the honoured central pc 
the cross, indicates. the major: n 





Meses Constantii 
Virgin reproduces the an 
icon he Бадеа Pace 


Сайн tions des سالک‎ d'art #4 ына de la Ville de ет, йт. no. anv zii 
111111111 ағтанкгін Lain ri al. тут], р Ê то age Малимате Meher 2004 
The cross is decorated on the front and the back. 
The inscriptions are peppered with spelling 
mistakes, which might indicate that it was 
manufactured outside Constantinople, The cross 
was restored before 1975. ‘The front shows the 
Deposition from the Cross, with Christ (НС XC ste) 
supported by Joseph and Nicodemus, HOCH and 
МНКОАНМОС. Both Joseph and Nicodemus wear 
long robes elaborated with engraved lines, a 
decorative effect which stands іп stark contrast to 
the simplicity of Christ's loincloth. The Archangel 
Michael appears in the lower part. His imperial 
garb seems to have been misunderstood; the loros 
characteristically worn by emperors is represented 
by a zigzag border. Below him the Archangel 
Raphael (PA®AHA), whose wings are treated in 
а decorative manner, wears а deacon's long 
embroidered tunic (the dalmatic). 

The lower arm of the cross shows the 
Visitation (О АСПАСМОС), with Mary (MP @Y) 
and Elizabeth embracing one another. It is odd 
that the letters of the name Elizabeth are written 
backwards, EAHCABET. The left arm of the cross 
shows an abbreviated Nativity (Н ГЕМНСНС). 
Mary (MP ƏY) and the Child lie in the same 
position and their identically shaped bodies bear 
a strange similanty to one another. The angel 
on the right is named ANKEAOC (sic). The 
appearance to the three Marys (Е [d] 
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Processional cross 
Commantinople or north-western Anatolia, late eleventh 
or carly лг century 
Silver, ulver gilt, nielli, iron core and bronze shall, 73 « 39 ст 
Aser Ме ату, Мана Магиата! مېا رق‎ А, поса 
Foren. аё па hare e ied ar гўй Тигу, Їнэн аг 
Савант, Сонна, гр April пай, Ка ې‎ 
эү چو‎ ай аа ql ee 
This processional cross is of Latin shape with 
flaring arms ending with a pair of spherical 
melon-shaped serifs. One side is worked in 
repoussé and highlighted with gilding, and the 
other is melloed and gilded, The repoussé side 
bears five figural medallions forming a Deisis and 
a rinccau pattern emanating from the central 
medallion, Christ is at the top, the Virgin flanked 
by two archangels in the centre and John Ше 
Baptist at the bottom. The decoration of the other 
side is intended to emphasise the relationship 
between Incarnation and Salvation. The 
Crucifixion at the top dominates the central 
composition formed by the Virgin Hodegetria, 
flanked by the scenes of the Annunciation and the 
Presentation of the Virgin in the Temple on the | 
side arms. The scene of the Virgin fed by an angel 
at the bottom of the Cross creates a short cycle 
from the Childhood of the Virgin, unusual. 
subjects for metalwork (Lafontaine-Dosogne 1992. 
рр-136- 67). Below is the figure of the kneeling 
donor with his dedicatory inscription in Greek: | 
‘Deisis [or Supplication] of the monk Kosmas’, 
The layout of the cross, its iconography and | 
decorative тоу link it ios ma groupe of 







































428 


192 


The Cross of Adrianople 


Late tenth century 
Silver sheets with engraving. partial сїї ни and пас и» 
decommion, oveted around an won ore, 58x 31x 04 cm 


Тегілің Мяг, Акта, ілің dus Vip 
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The cross of Adrianople (Edirne) is one of the best 
preserved of luxury processional crosses to have 
survived from the Middle Byzantine period. И i 
іп Ше shape of à Lann cross, with small disces on 
the [larning ends of the arms. From the bottom 
projects а metal sheet, used both for affiximg the 
Cross im а stable socket and for carving it ١ 
procession (Cotsonis 1994, pp.8— 97). In the centre 
ar rhe front is а circular recepracle for an обест 
now lost, possibly a relic, now replaced by a 
representation of the Resurrection dang from 
alter 1453. The central medalhon 15 surrounded 
by four busts, at the ends of the cross ams. At the 
top ts the Pantokrator and at the bottom 15 the 
Theotokos in prayer. On the horizontal arms are 
the Archangels Michael and Gabnel. Busts of 
saunts decorate the small discs on the finials of the 
arms, the top left one of which has been lost and 
replaced by a rosene. Represented on the vertical 
arm are hierarchs: at the top nghi St John 
Chrysostom and below 8S. Basil and Nicholas. 
No doubt St Gregory the Theologian was 
onginally represented on the lost disc, completing 
the sequence of the most important Fathers of the 
Church, The small discs on the horizontal arm 
are occupied by the healing sants Kosmas and 
Damianos [to the Ісй; and the soldier saints 
Sisinnios and Prokopios (to the right. On the back 
, in the honoured central position, 18 St John the 
Bapust, flanked by SS. Constantine and Helen, 
and by 55, George and Theodore. 

The cross has two donor imsenpuons. On 
the front: «K(YPDE ВОНЕН TON AGAON СОУ 
CICINION AMHN | Lord. Help thy servant Sisinios, 
Amen). On the back: +УПЕР АФЕСЕОС 
AM(AIPTION TOY АОУАОУ TOY 807۷ CICINIOY 
КЕТОАМОҮ ПРЕСВУТЕРОУ AMIHN) For the 
remission of sins of the servant of لته نا‎ 65 
and John the Elder, Amen). 

Most likely the central medallion on the front 
onginally contained wood from the True Cross, 
as with other processional crosses of the period 
\Cotsonis 1994, рр.28- 0; Sandin 1995, pp.63- 0) 
The relic would have reinforced the protective 
potency of the cross and this is why the place of 
honour at the centre was nor occupied by Christ 
or the Theotokos. The placing of St John the 
Baptist ar the centre on the back suggests thar 
the cross was a donation to a church dedicated 
го him (Bouras 1979, p.25. 
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Gold cross with melloed 4 
Ensem Mediterranean, ста! century 17) 


Сені, пие По, heil on ТТА мүн аца, log *.3 cn; май 
pem; weight 43.10 g 
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Gold cross with suspension loop, faceted arms 
and a central eollet which would have originally 
contained a gem or glass paste, At the ends of the 
lateral arm and at the bottom of the vertical arm 


are three loops From which would have been 





suspended further gems (or perhaps the levers 
alpha and omega). On each arm of the cross is a 
niclloed Greek inscnpuon: EM / Oli AE / MH ГЕ! 
NOL TQ topi; KAYXAC (leti; @AIEIMH (при |: 
EN/|TO/CT/ AY РО TOY / КУ НМ ЫМ ПУ XY 
bottom) (Epor de gn yrevormo xuyo кї gr кү ro 
талцан той Корифи шеу [үйө] Хранотофи; Мау 
God forbid that E should glory, save m the cross 
of our Lord Jesus Christi. 

The text а partial quotation from Galatians 
vi, 14, the missing second half of which continues: 
‘by whom the world 1s crucified unto me, and 1 
unto the world’, Although the form of the cross 
can be compared with numerous Late Antique 
examples, the niclloed inseription is unparalleled. 
Cold crosses of this period often depict the 
erucified Christ flanked by busts of the Virgin, St 
John and the four Evangelists (Ross 2005, по. 15, 
рр.2г 2, р.ххш). The subsutution of the figure of 
Chnst for an inscription, and the emphasis placed 
by that inscripiion on the redemptive powers of 
the Cross, suggests that it may belong to the 
period of iconoclasm, when the Cross was one 
of the few images sanctioned by iconoclasts. 
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Peetoral reliquary cross 

Eleventh century 

Silver sheet, melû, 7.1 x 3.5 cm 

Ва Museum, Adhere, nw. mna андах, 319i, миз 
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This silver pectoral reliquary cross, decorated with 
niello inlay, comprises two outer crosses, hinged 
together at the top and bottom by pins, containing 
an interior cross, with an opening intended to 
hold holy relies. 

On the obverse is the Crucified Christ, 
wearing a long, sleeveless colobion, decorated 
with nwo vertical cast. On the upper part of the 
cross is the abbreviated inscription IC XC, and on 
either side are the symbols of the sun and moon. 
On the reverse is the figure of the Virgin Orans 
standing on a pedestal, Напкей by angels holding 
staffs. The hand of God appears above her. The 
combination of the Crucified Christ with the 





Virgin Orans emplieises the idea of the 
Incarnation of Christ through the Virgin far the | 
salvation of Inunankind (Cotsonis 1994, pp.42-— 8) | 
The soteniological message of the iconography | 
suits well, and at the same time reinforces, the 
protective powers of the relies kept within the 
CIUS. 

This cross belongs to à group of pectoral 
reliquaries that were particularly popular in the 
yours after iconoclasm, From the ninth to the 


іме Й century, The most precious examples were 


made of gold, such as the famis Pliska reliquary 
cross (cat. 53), or silver, as is the case with the 

Benaki Museum example, Nevertheless, the 

impressive number of surviving similar reliquaries, 
produced in cheaper copper alloys and found 
throughout the Byzantine realm, indicates that 

amuletic jewellery of this type was fashionable 

m all regions and among all social strata of 

Byzantium (Pitarakis 2006, passin), 

The iconography of Mary on this reliquary is 
the same as the apse decoration of the Church of 
the Virgin Chalkeon at Thessaloniki, dated to 
028. Apparently, this iconographic type, known 
earlier, such as the ninth-century apse decoration 
of the Virgin of the Pharos at Constantinople 
(Mango 1958, p.182) or the contemporary 
miniature inserted in Ms Garrett 6 (New York 
1907, рр.90 1, no.43 |К. Corrigan), became 
increasingly popular during the eleventh century. 
The Emperor Constantine ІХ Monomachos 
(1042-55) issued coins with this image of the 
Virgin bearing the epithet Blachernitissa, thus 
relating it to the miraculous icon of the Blachernai 
Palace (Grierson 1973, pp. 736, 745-7). The 
iconography of the Benaki Museum reliquary 
cross and the execution of its niello decoration 
suggest an eleventh-century date, | 
ANASTASIA DRANDAKI 
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Pectoral reliquary cross 
Constantinople or Anatolia, eleventh century 


Copper alloy, 7.9 « 4.9 ст 


Benal ХІсагш, Milena, Me dui ч лза 
наум ARTE (ся Їнэ инээх Ме Бар Coler iii; айы P distin, Мат шн 
БОГЕ TI ГЕГИ Aala iry BH, іна “р. Puarakis иий, ته‎ gr] p Tp 


This copper-alloy pectoral reliquary cross is an 
engraved version of cat. 197. The Christ on the 
Cross, dressed in a colobion on the front side, 

15 depicted alone, while the victorious formula | 

KHCOY)C X(PICTO)C NHKA (Jesus Christ | 
conquers) replaces the customary Gospel 1 
quotation. The reverse bears the image of the | 
full-length standing figure of the Mother of God | 
framed by three star motifs. The Virgin has both | 
hands raised in prayer, 
invoking her as Theota 
between the side arms, In 
герепогу of engraved cop 
Virgin is glorified through 








while an inscription 1 
i (OEOTOKE) is divided 1 
the iconographic | 
per-alloy crosses, the | 
the use of multiple | 
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The category ol engraved copper-alloy 
ectoral crosses, combining the Crucifixion, on 


|! 


one siile, with the Virgin Orans, on the other, 


appears to have gradually supplanted the crosses 
with moulded relief decoration in the course of the 
етін century. However, a distinctive type with 
relief decoration combining the naked figure of 
Christ on the Cross in a loincloth on one side, 

with the Hodegetria on the other, becomes 
popular during the twelfth century in Russia 

and the Balkans (Pitarakis 1996, рр.Во, 237—41). 
The quality of drawing and workmanship of 

this example allows its attribution to an expert 


cles 


craftsman from a workshop probably located 
in Constantinople. 
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Pectoral reliquary cross 

Constantinople or Anatolia, eleventh century 

Copper alloy, 8 ж 4.5 cm 

ранаў, Мынд Davi لم مس‎ Pru Mon ОЧ 
Р Mellon, May 1ай 

жастан вигавкналаа”/АМьспа ,موو‎ ғаз эі, р. gor; Влагавіа 2006, vn. 96, pog, 
Fa fiis пар BA 

This copper-alloy pectoral reliquary cross belongs 
to the same category as the two previous ones. 
The standing Virgin Orans on one side, topped 
by an inscription identifying her as Panagia 
(ПАМАГІА) is flanked by two bust-length figures 
identified as Peter (ПЕТРОС) and John ( IOANHC). 
The other side is dominated by the standing figure 
of St Stephen (О АПОС CTE®ANOC), also praying 
and flanked by two stylised censers crowned with 
small crosses that emphasise his protective power, 
St Stephen has a high-ranking place in the 
repertory of saints found on bronze crosses. He 

is preceded by 85, George, John, Peter and the 
Archangel Michael (Pitarakis 2006, p.97 and 
Table 2, p.108). Even his name, meaning 

‘crown’ and so referring to victory, enhances the 
apotropaic message of the Cross and the idea 

of victory against evil forces. 

The ornamental patterns used on the 
costumes and attributes display a taste for 
triangular patterns which may have been inspired 
by the form of the capital ‘alpha’ found in the 
inscriptions. "The distinctive pattern of a circle 
inscribed within a crosspiece and the stylised 
footwear of St Stephen recur on several совы 
of this category ало are used in representations 
of Christ, the Virgin and various saints 
(Pitarakis 2006, nos 335, 374» 407, 409, 464, 448, 





482), The differences in quality of workmanship 
of these popular objects reflects the taste and 
different social levels of patronage in Byzantium. 
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Pectoral reliquary cross 

Constantinople or Anatolia, late tenth or eleventh ¢ entry 
Copper alley, 4.4 x 4.5 ст 

Ветий) Mairia, Athena, юу на Vigo - qi 

пайка манга! Не Sahana (ыс; هب‎ Berakas Miners, Ahera 
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This copper-alloy pectoral reliquary cross has 
flaring arms and consists of two hollow sides 
forming a box-like interior for encasing relics. 
The upper hinge, in а fragmentary state, served 
for attaching a suspension loop (now lost), The 
relief decoration on both sides is obtained by 
casting in a mould, while the inscriptions, facial 
features and costumes are highlighted with deep 
engravings. The layout of the cross is intended 

to emphasise the themes of Incarnation and 
Salvation. The Christ спісе, dressed in a 
colobion on the front side, is flanked by the 
standing figures of the Mother of God and John 
the Evangelist, who are shown gesturing in his 
direction, The customary scriptural verses LAE O 
YOC СОУ and IAOY Н МНТНР СОУ (Behold your 
son and Behold your mother [John XIX, 26—7]) 
are engraved below the outstretched arms of 
Christ, while the word ФООУС (Light), inserted 
between the sun and the moon above the شت‎ 
emphasises cosmic participation in the event. The 
reverse bears the image of the full-length standing 
figure of the Mother of God in prayer. She is 
framed by the medallions of the four Evangelists, 
who are identified by the first letter of their name 
engraved outside the medallion, 

Recent archaeological records have shown 
that rather than being Early Christian souvenirs 
from the Holy Land, as had long been accepted, 
the hundreds of crosses of this type belong to a 
production of the late tenth or eleventh centuries 
that was massively distributed in Constantinople 
and Anatolia as a response to an intensihicanon 
of the cult of the True Cross and an increasing 
demand for different kinds of relics at all levels 
of society (Pitarakis 2006). Their iconography 15 
inspired from that of more precious models in 
gold, enamel and nicllocd silver. These crosses 


were probably acquired at pilgrimage shrines and 


monasteries that had become repositories for 
collections of relics. Examples whose contents 
survive contain bits of wood and bone fragments 
encased in balm, pebbles and earth. 
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Votive hand holding a cross 

Syria-Palesiine, sixthorighth century 

Bronze, 24 кта cm; cross, 1 ж 10 cm 

Сайти des Minen if antc df hime de la Ville de Carme. imi هه‎ да pm 
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The origins of the votive hand can Бе traced back 
to pagan Antiquity. For example, the Phrygian 
god Sabazies, son of Jupiter, was the object of 

a cult whose matenal mamfestation consisted 

of bronze hands, sometimes adorned with pine 
cones, lizards, snakes or phalluses. Large 
numbers of these hands have been found in 
different parts of the Roman Empire. Other 
hands аге linked to the cult of Jupiter Dalichenus 
(Boucher 1974, p. 142, nos 22071, Painter 1977, 
pp. 16— 17), or to that of Jupiter Keraunios. 

These cult objects are undoubtedly the 
precursors of Christian votive objects (New 

York 1979, pp. 18475 and Francois 2004). 

Although a good number of examples of 
pagan votive hands have survived, only about а 
dozen Christian hands are known, and these are 
now spread berween various museums in Europe 
and the United States (Ross 1964). This example, 
with its tapering fingers and hollow palm, offers 
characteristics similar to those of another vouve 
hand, also in the Zakos Callection, among them 
its extremely slim appearance, acecntuated by the 
clonganon of the fingers and exaggerated hallow 
of the palm. The thumb is unusually thick and 
long by comparison with the other fingers. 

The hand, which is in good condition, was 
evidently meant to be firmly affixed, as a nail can 
be spotted in the centre of the support, which has 
a further three cavities for nails. It is identical to 
an example now in the museum of the КукКо 
monastery in Cyprus (Perdikis 1998, p. 17). 

Where their provenance is known, all 
surviving Christian votive hands seem to be 
Middle Eastern in origin, supporting an 
attribution to workshops in Syria-Palestine which 
ceased work after the rise of Islam. However, 
some researchers attribute them to the workshops 
of Constantinople (Paris 1992, p. 120, 10.67). 
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Pectoral cross with Four Evangelists 


Comtantinople FP), second half of the eleventh century 
tourmaline, pearb, و‎ x б 1 cm 
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enamelled settings representing the four 
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Evangelists, St Matthew (top), St John the 
Theologian (bottom), St Luke (left) and St Mark 
‘поћи, Red enamel insenptions in Greek сап 
be seen at the edges of these medallions, The 
missing central medallion probably depicted 
Christ blessing. The majority of the surface is 
adorned with floral and geometncal patterns. 
The Byzantine craftsman combined the cloisonne 
and стр enamel techniques and used а 
mulucolour palette of black, white, red, green, 
yellow, dark- and lighi-bluc enamels. The rolled 
hligree wire is very fine and the miniature images 
are highly detailed. The Evangelists’ features, their 
hair, hands and garments, are varied and refined. 
The high quality of the enamelling 
makes it possible that this cross was made in 
Constantinople. Boyd mentioned that the cross 15 
comparable with some other objects executed in 
the second half of the eleventh century (New York 
1907, p. 172). The onginal destination of this piece 
is unknown, Undoubtedly the cruciform cavity on 
the reverse was intended to house a certain relic 
and the loops on the vertical arm were used for 
hanging it. According to Koncakov, the cross had 
been adapted to become part of a votive crown or 
some other piece of complex jewellery (Kondakoy 
1892, рр.170- 1), but no precious objects of the 
Middle Byzantine period are known to contain 
similar details. 
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Lapis-lazuli icon with Christ and the Virgin 
Constantinople, first half of rwelfth century 


Lapis encrusted with gold, silver git, filigree, copper 

(the modem ring), wax rean, precious stones, one pearl, 
height 8.3 em (10 with the ring); lapis 6.4 = 4-3 cm 
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This twin-sided cameo is carved from lapis lazuli. 
With the famous Christ in the Moscow Kremlin 
Museum (New York 1997, no.129), this is one of 
the finest surviving Byzantine cameos in this 
precious stone, seldom used by the Byzantines 

for making cameos or intaglios, Onc side depicts 
Christ blessing and the other the Virgin praying. 
The letters of the inscription, the haloes, the 
crosses on the Virgin's robe, the adornments 

on the book held by Christ and the two stylised 
bushes are all encrusted with gold. This process, 
reminiscent of the silver damascerung process used 
on a group of brass doors in the eleventh century 
(cat. 265), is very rare on hard stone. The style of 
the relief carving fits a rwelfth-century date, and 
the stylised design of the bushes can be paralleled 
in the first half of the twelfth century, notably with 
the enamelled foliages of the True Cross of Mana 
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Comnenc in Eine-Audenarde (Brussels 1982, 0.21). 
The mount in silver gilt originally had 
alternating pearls, turquoises and projecting 
filigree rosettes and the vanished edge metal 
strips had rows of pearls. The mount is hollow and 
filled with a dense wax resin to provide a measure 
of solidity. The bezels holding the pearls and 
turquoises, like those holding the filigree rosettes, 
were simply fixed with wax to the resin support, 
the metal having been cut away to accommodate 
them. This technique appears on the famous 
Jaucourt True Cross reliquary in the Louvre (Paris 
1992, n0.249) and avoids the necessity for welding 
or soldenng. The filigree rosettes recall those that 
were widespread in Byzantine marble sculpture 
from the eleventh century on, and in jewellery. 
So itis very likely that the mount, which does not 
resemble any surviving Byzantine metalwork of 
a later period, dates [rom the same period as 
the cameo, an exceptional circumstance for a 
Byzantine cameo dating [rom before the 
thirteenth century. Originally furnished with a 
ring, whose guide lugs ӨШ survive, the icon must 
have been attached to a chain which would have 
allowed it to worn as an «очоп, or to be hung 
in a sanctuary or a princely chapel. 
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Reliquary «троп 

Ми to late tenth century (7) 

Gold, silver ші and cloisonné enamel, 3.8 = 3.2 коб ст 
Virginia Museum of Fine Ана, Richmond “The Arthur and Margaret 

Klagen: Гид, 1 
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This small quatrefoil reliquary consists of two 
enamelled plaques that form the exterior surfaces 
of a small container. Both sides are decorated with 
figures in cloisonné enamel. Inside the container is 
an attached small cross-shaped compartment for 
most likely a particle of the True Cross. On its 
obverse Christ (ІС ХС) stands in the centre in full 
height flanked by the busts of the Apostles Paul on 
the left and Peter on the nght. Peter holds the 
cross staff and Paul a book. On the reverse in а 
similar composition the Virgin Mary stands in the 
centre in an orant position flanked by the busts of 
the Evangelists Luke and John. These two figures 
were probably chosen to flank her, since both had 
a direct relationship with her: Luke supposedly 
painted a portrait of the Virgin and John is the 
Apostle chosen by Christ while on the Cross, when 
he said *this is your son’ to her and ‘this is your 
mother’ to John, to take care of her after his death 
on the Cross. It is believed that she lived with him 
in Ephesus until her death. This all relates very 
neatly to the fact that this reliquary most likely 
contained a fragment of the Cross. Christ on the 
obverse with the two main Apostles represents the 
foundation of the Church through Peter and his 


teachings through Раш, All figures are identified 
by partial inscriptions placed awkwardly in red 
inferior lettering on the gold ground around them 
(a number of them have lost the enamel), Overall 
the craftsmanship of the enamel work is of low 
quality, although the use of colour in the garments 
belies this fact; Christ and the Virgin are clad in 
dark purple, the Apostles in hues of light- and 
dark-blue vertical alternating segments, 
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Camco with Christ Pantokrator 

Constantinople, early thirteenth century (cameo); Serbia, 

Ped or Prizren, early seventeenth + century (setting) 

Jasper green, cutting, silver, hammering gilding: enamel (blue 


and green), carnelian, mother-of-pearl, glass paste, cameo 
length 4 cm; width 3.5 cm; setting length 7.2 cm; width 6 می‎ 


TACTO инилан KB LN PROBARE ВИС oe 
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The bust of Christ is executed on an ellipsoid 
olive-green piece of stone with red traces, in 
high relief, with powerful and exact cuts, The 
inscription (IC XC) is incised by plain strokes and 
Christ has a cruciform nimbus. His expression is 
peaceful, his hair long and parted. His garment 
(himation) covers the bust and its folds appear 
very зой, The night arm is raised іп а sign of 
blessing. He holds a Gospel-book in his left hand; 
its covers are decorated with incised, simple 
small circles placed crosswise. This exquisite 
cameo forms a pair with the green jasper cameo 
depicting the Mother of God Orans, which is kept 
in the Serbian monastery of Hilandar on Mount 
Athos. The identical material and manner of 
execution of both cameos and a story about the 
Mother of God Orans having been taken to 
Hilandar by St Sava, the first Serbian archbishop, 
makes it likely that the cameo with Christ 
discussed here has a similar history. 

The fitting follows the shape of the cameo; 
it is ellipsoid and has cruciform bezels for | 
cabochons of various colours. The front side اښ‎ 
of the fitting is decorated with styliscd chickpea 
shoots whose leaves are executed in green and 
blue enamel, On the back, along the rim, runs 
the same ornamental decoration, and in the oval 
gilded medallion is the bust of the Mother of God 
(Theotokos-Oranta) in shallow relief with the 
initials (MP OY; IC XC). It should be noted that 
here the Mother of God has a long band over 
her arms representing her protecting veil. 
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Pendant with Christ Pantokrator 
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Represented in relief at the centre i E 

octagonal rock-crystal medallion is Christ 
Pantokrator, in bust. The inscription IC XC O 
ПАМТОКРАТОР [rames Christ, who has a cross 
nimbus and holds a closed book in his left hand 
and blesses with his right. The elegant proportions 
and face of Christ link the medallion with à series 
of hard-stone cameos with busts of holy figures, in 
ihe Dumbarton Oaks Collection, Washington DC 
(Ross 1562, по, 120), Paris (Paris 1992, nos 186, 191, 
201, 202), State Historical Museum, Moscow, and 
the State Hermitage Museum, 5t Petersburg 
(Bank 1985, p.298, no 155, 156), which date fram 
the tenth to the twelfth centuries. It is а powerful 
image despite the low relief and the abstract effect 
of the transparent material. 

Rock crystal, a stone accredited with magical- 
curative properties in the Byzantine world (Psellus, 
Philosophica, p. 18), was used widely in Islam and 
the West, mainly in larger objects of sacred or 
secular character, such as reliquaries and lamps 
(Hahnloser and Brugger-Koch 1985; Shalem 
1994). Although the surviving Byzantine artefacts 
in ‘cold stone’, as it was named characteristically 
in Byzantium, dated after the sixth century are 
very few (Mundell Mango 2003, pp. 368 9, 372), 
the texts confirm their existence during the 
Middle and Late Byzantine periods too. Two 
epigrams by Manuel Philes (thirteenth century] 
refer to госк-стума icons of Christ (Philes, | 
Carmina, І. pp. 65—5, IT: p.38), as well as one other 
enkalbion with the image of Christ, in the same 
material, which is dated to the eleventh century, 
showing the wide popularity of this type of image 
(London 19874, no.32). | 

Originally the medallion was intended د‎ | 
adorn a larger object, such as the cover of a holy 
book or a reliquary, or the frame of an icon, аз 
is indicated by the cylindrical protuberance on its 
back. 11 precious material, the quality of the 
crafismanship and, very possibly, its value as an 
heirloom led а sixteenth-century owner to 
incorporate it into a pectoral ornament by setting 
it in the intricate mount of gold, precious stones 
and pearls that it has today. 0 
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(247-2227), Acts (2327-2877, Catholic Epistles (2875: r- 3127), 
Pauline Epistles (3137-4245, the Niceno-Constantinopolitan 
Creed (4257), with lists of Gospel pericopes for immovable and 
movable feasts of the year (1577 167), lists of Epistle pericopes 
for the movable and immovable feasts of the year (узи agor 
Hinding: the silver cover, produced in Nuremberg and inscribed 
with the name of the book's eighteenth-century owner, 
Hieronymus Wilhelm Ebner von Eschenbach, bears a tenth- 


century Byzantine ivory plaque with the Enthroned Christ 
Pantokrator 
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Named after its eighteenth-century owner, the 
Codex Ebnerianus is among the finest illuminated 
books from twelfth-century Byzantium and the 
most meticulously painted of the so-called 
Kokkinobaphos group of Constantinopolitan 
books [see also cat. 50). Hlurminated New 
Testaments are rarer in Byzantium than 
illuminated Gospels, and survive above all from 
the twelfth century, presumably in response to the 
period's vogue for private devotional volumes with 
New Testament content. The Codex Ebnerianus 
is striking among them for its imaginative energy, 
seen both in its effulgent ornament and in its 
extension through Acts and the Epistles of the 
iconographic formula used in many twelfth- 
century Gospel-books, pairing a sacred author 
with a feast icon, The manuscript has played a key 
role in scholars’ understanding of the luxury book 
trade in both twelfth- and fourteenth-century 
Constantinople. 

Long assigned by its sheer quality to the very 
beginning of the twelfth century, the book belongs 
on the basis of its script to the mid-century, thus 
shattering the conception of the Kokkinobaphos 


group as a coherent scriptorum slowly devolving 


from initial brilliance to dry repetitiveness, The 


group is no longer interpreted as a scriptorium, 


but rather as an artistic manner practised by one 
or more painters working with different scribes 


investment. At the end of the fourteenth century, 


the Ebnerianus was in the Hodegon monastery, 


where the scribe Joasaph altered it for liturgical 


use. There its illumination must have provided 


а model for a late-fourteenth-century book now 


in Venice (Biblioteca Marciana 1. 8), thus 
clarifying what had seemed ап oddly late coda 


to the otherwise entirely twelfth-century 


Kokkinobaphos group. 
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Lectionary with the Last Supper, folio مو‎ 
Parchment, 32.8 к 26.5 cm : 
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This 18 one of the earliest manuscripts after 
iconoclasm and the text is written in uncials, 
Only sixteen folios survive, and this is in part 
by chance. The leaves were found bound into 
a twelfth-century manuscript which in 1858 
the Bishop of Trebizond presented to Tsar 
Alexander II. When it entered the imperial library 
these folios were taken out and listed as gr.21. 
A sixteenth page with the Baptism was later 
found by A. Papodopoulos-Kerameus in 
Trebizond, and this was purchased by the 
library and files as gr. 21a. 

The Last Supper is ап example of the 
arrangement of the book. Below the scene painted 
within an imbricated border 18 the reading for 
Holy Thursday, starting with Matthew ХХХІ, 20. 
In the painting, Christ and the Apostles are sitting 
inside a building around a sigma-shaped table, 
which was the form encountered іп Early 
Byzantine manuscripts, such as the sixth-century 
Sinope Gospels (cat. 49), suggesting that the artists 
had access to a manuscript that had escaped 
destruction during iconoclasm, or else were 
influenced by the artists of the ninth- and tenth- 
century wall paintings in the rock-cut churches of 
Cappadocia, who also painted imagery which. 
partly reflects earlier models and partly has the 
new ideas which were developed after iconoclasm. 
Christ, on the extreme left, is in the position of 
honour and breaks the bread. Peter reclines 
opposite him, stretching out his hands like the 
eleven others. Judas, dark-haired, sits upright at 
the front, his hand touching his mouth. The bowl 
on the table contains а fish, the symbol of Christ. 

The fragmentary “Trebizond Gospels’ 
includes a portrait of St Mark, the Baptism, the 
Marnage at Cana, the Doubting of Thomas, 
Christ's Appearance to the Marys, and the 
Washing of Feet. It may have been painted in 
Constantinople, but several scholars have 
preferred to sec it аз ‘provincial’ work. In this 
respect it is important evidence for understanding 
how art was revived alter iconoclasm and how far l 
Byzantine art was created in Constantinople or | 
was a much broader geographical development. 
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building ts depicted behind Gabriel. From а 
quadrant filled with stars at the top left corner, the 
hand of God emerges, and rays of hight descend. 
The border has elaborate leaf-scrolls, enclosing 
palmettes. The background of this nch vegetal 
ornamentation is finely punched, 

In the top and bortom borders, six now empty 
roundels would originally have held silver or 
enamel medallions, In the vertical borders the 
nnceaus are interrupted by two rectangular silver 
plaquettes with the portraits of saints, possibly the 
Apostles Peter and Luke, іп а ciflerent scale and 
style, Technical examination has verified that 
Luke on the right is а Later addition. 

The double scrolls surrounding the palmettes 
on the border are encountered in firmly dated 
rwelfth-early thirteenth-century manuscripts 
(Likhachova 1977, p.35; Spatharakis 1981, figs 220, 
227, 253, 274; New York 1997, no.46, p.93 
Ш.С. Anderson]. The closest parallel to the 
Benak Annunciation 15 to be found in the silver- 
gilt cover of a Constantinopolitan reliquary in the 
Louvre, Pans, depicting the Marys at the Tomb, 
which dates [rom the second half of the wellh 
century (Pans 20018, pp.73- 7. по. 20 || Durand]. 
A daring in that period for the Benaki silver icon 
is further suggested by the imposing depiction of 
the hand of Grod sending divine rays towards the 
Virgin, a feature of the iconography of the 
Annuncianon that became popular during that 
period, inspired by the theological debates of the 
time (Kitzinger 1984, рр.-99- 1. 

An almost identical composition is repeated 
on the border of the late thirteenth-century 
silver revetment of the Virgin and Child icon 
Irom the Monastery of Zarzma, Georma 
(Velmans 2002, рр. 317—293), suggesting that the 
two representations, despite their different date, 
scale and quality, are clearly dependent on а 
common model. 
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Handle of a standing censer (абла! 
Constantinople, f. ic 
Drones, casi with engraved decorative detail, 28.6 = 21 ст 
Nei Мараша. Ailem, irs m سړض‎ 
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urs] Гамиърис иа. ang. پا‎ 4577, Алыстай مع‎ pp. هع‎ 3 выз да ГА. Dirancalkir Mre 
Work ахмад, ре лай, гып. бы ها‎ mma] 
The large ogee-shaped handle depicts the Virgin 
Hodegetna holding Christ. The background is 
decorated with incised foliate scrolls, terminating 
in three- or five-lobed palmettes and semi- 
palmettes and enclosing engraved inscriptions 
MHP GEOY Н GEPATIICITHCA and IC XC. The 
representation has parallels in late thirteenth- 
and early fourteenth-century metalwork 
(Athens 2000, no.42 |А. Drandaki]. 

The handle belongs to a type of free-standing 
censer known as Áatzion or Катон, and mentioned 
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in monastic charters (typika) from the 1 
century (Gautier 1981, рай, col, 1222). Such 
censers are seen in representations of the 
Dormition of the Virgin or of saints, and so have 
been associated with funeral rites = à Дадон was 
indeed found in à tomb at Mistra (X yngopoulos 
1930, pp. 129- 30; Drandakis 1952, p. 504, fig. то), 
But they also appear in processional scenes 
involving icons, implying a wider ritual usage 
(Ševčenka 1995, ېنا‎ 5). The possibility of other 
uses for this type of censer is suggested by the 
existence of similarly shaped incense burners with 
secular decoration, pointing to a domestic rather 
than ceclesiastical environment (Byzantine 
Museum 2005, p.318, по, 307), 

The broad handles of such censers usually 
depicted the patron samt of the church where 
the vessel was to be used, suggesting this example 
came from a church of the Virgin Therapiotissa. 
A text of 1494 in the Аса Pamarchanim mentions 
the theft of silver = presumably the revetment = 
from the venerable icon of the Virgin 
Therapiotissa (Miklosich and Muller 1860- до, 
p.203; Oikonomides 1991, p.39). This confirms the 
existence of a devotional icon of that name which 
is reproduced in the Katzion. The location of this 
icon can be identified with the Constantinopolitan 
Church of the Virgin Therapiotissa recorded in 
1348-40 by the Russian pilgrim Stephen of 
Novgorod (Мајеѕка 1981, pp. 359 - 63; 
Majeska 2002, p.104). 
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Plaque with За George 
Ама Minor, fourtecnth century 
Bronze, milled, hammered and engraved, alver, 10 ж 0.5 cm 
The Pasil andi Alevandea Маге сн га Museum, Aduna, нх صا‎ X 15967 
аа ес тов REFRER«COE  Ülwatialakus німі За arrgpurvima ,دق‎ іна ір, ўі. роба ПО. 
sem va) 
The almost square plaque has an appliqué banded 
frame of silver, without gilding and with large 
foliate ornaments. The original hook for hanging 
the icon is preserved at the top. The condition is 
good, and most of the gilding has survived, but the 
lower right corner of the frame is missing. The 
inscription reads: O ACFIOC)/ ГЕ/ОЛРЛГИОУС //О/ 
ФГАЛТ/Р1ГАЛЧГОГС (Saint George the Phatrian). 

St George 15 on horseback with his head and 
torso en face, while his steed trots to the right. 
He wears full armour and a cloak fastened on the 
right shoulder, next to the neck, covering his left 
shoulder and fluttering behind the nghi arm. 
Below the chest is the amgulum tied in a knot, 
The imbrications on the breastplate are lozenge- 
shaped. In his left hand he holds the reins and in 
the right a spear, the tip of which reaches to the 
nght upper corner of the plaque. His head в large 
in proportion to his body. The round youthful 
face has regular and refined features, On his thick 
curly hair is а diacem consisting of a row of 


medallions. The halo is lightly embossed, 
The relief i$ executed in hammered technique | 
The details on the garments, the horse’ 


апа the inscription are incised, 


5 mane 


The shape of certain letters m the inscription 
particularly the A, is rather archaic however, the ' 
rendering of the imbrications on the breastplate 
indicates а date in the fourteenth century, The 
epithet Phatrian derives from a famous shrine 
of the saint, at Phatre in Paphlagonia, which 
was named ‘the Phatrynon', after the place 
(TIB о, 148 and 260). 
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Plaque with St Niketas 

I hurteenih сестри ни 

Bronze, hammered, gilded, incised, او‎ ст 

The Гаш amd Akwaria Клім эрсийн Мичин, Ага, 1887 вх нча 


1111171117 матамі Стаса ліла anat Scarspaskas 4607, nae іру, p. na [© 
Securitas 


The greater part of the gilding is preserved and 
there is little damage to the surface. The border 
band on the lower edge کا‎ missing. The repoussé 
шуспроой on each side of the halo reas: 
O/ATVONC У NUKH/TA/C (Saint Niketas}, On 
either side of the shoulders, the incised inscription 
reads: AFIE / NIKH/TA BO/H@EL / TG C/(Q)// 
ЛОТА ОЛУМ (Saint Niketas help thy servant O 
Ch M). The letters О X M, with which the incised 
inscription concludes, have not been deciphered, 

The figure is framed by a narrow, slightly 
raised hand. The saint is portrayed to the waist 
and in frontal pose, with both hands in front of 
the chest. In his right hand he holds a martyr's ' 
cross and with the left he venerates, with the palm 
outwards. His facial features are handsome and 
regular, with a thin straight nose, large eyes and 
small mouth. His luxuriant curly hair falls on his 
shoulders and his heard is relatively short and 
rounded. He wears a courtly cloak with (айша, 
which is fastened above the right shoulder with 
a round fibula and leaves the right arm Iree. 

Visible on the part of the shoulder not covered 4 
by the cloak is part of the тала (а gold- 
embroidered or sometimes gold ornament of the я 
costume, which surrounded the neckline and 
continued onto the shoulders), Манайх and карот, 
are decorated with engraved lozenges and tiny 
roundels, denoting the embroidery and the 

pearls that embellished them, Encircling the 
saints head is an incised halo, 

The elegant feature and modelling of the 
body suggest a date in th 
The only discordant not 
small right arm, 
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phis veil depicts the Metalipisis ари, GER 
which forms part of the representation orte 
Communion of the Apostles. Christ holds in his 
right hand a jewelled chalice, flanked by two 
raphim instead of the usual angels, and stands 
behind the altar, which is covered by а cloth 
decorated with cross-shaped gammatia (corner- 
pieces), Above is an impressive hemispherical 
ciborium cdged with red moulding and supported 
on double colonnettes. 

A similar veil must originally have depicted 
the Metadosty (distribution of bread), as other early 
surviving chalice and paten veils come in pairs 
with complementary representations such as those 
in Halberstadt and Castell' Arquato (Johnstone 
1967, ills 85- 8; Millet 1947, pls салу-сл), On the 
Benaki veil Christ 15 shown from the front, as in 
the apse of St Sophia in Ohrid and the chalice veil 
іп Chilandar monastery (Bogdanović, Оршле and 
Medaković 1978, fig. 101), but the portrayal is 
exceptionally plain and strikingly intense. The 
Apostles are not depicted and on the altar cloth 
are two crosses instead of the Communion vessels 
(вес Rome 2000D, по.78, pp.212— 13). 

Stylistically the compact, almost square figure 
of Christ recalls the style of painting found in 
Constantinople and ‘Thessaloniki between 6 
and 1310. The pale colour and the calm features 
of Christ recall the Pantokrator in the Protaton, 
depicted on the marble prodynetarion, which, like 
the ciborium on the veil, is supported on a double 
colonnette with relief ornamentation painted red 
(Teteriatnikov 1999, p.103, fig.2). Around the veil 
the non-accented liturgical inscription (Matthew 
xxvi, 26-8) is written in ‘distinctive, epigraphic 
majuscule", This type of script, common in the 
Middle Byzantine era, underwent a striking 
revival in some late thirteenth-century 
manuscripts. Also typical of earlier manuscripts 
and metalwork is the direction of the inscription, 
which starts at the top of the frame, continues on 
the right side and then on the left and terminates 
at the bottom. 
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Gospels with the Passion of Christ, ماما‎ 7 


Constantinople, second half of eleventh century 
Parchment, до « 242 СІП 
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This luxury set of the Gospels with the use of 
gold leaf in many portions of the text and а high 
standard of illuminations (some now flaked) can 
he ascribed 10 Constantinople in the eleventh 
century, The text of the Gospels is written in a 
script known as ейт], while other passages 
such as titles are in Alexandrian or in epigraphic 
capitals, It resembles the contemporary but 
smaller book, E. D. Clarke Ms. to in the Bodleian 
Library (Parma 2001, p.270 |С. Fiaccadori]), 
while various details of the decoration direct us to 
à well-documented area of manuscript production 
whose output includes, among others, Vat. 
(7г,1156 (Rome годов, p.247 [F. D'Aiuto]), with 
which this shares sorne features, including the 
layout into squares of the scenes depicted in folios 
11۳-12۴ and Borgon, and also the red and blue 
fabrics in the full-page miniature depicting the 
Evangelists, or indeed the decoration in 
Biitenblatishl of the opening pages; these consist of 
New Testament scenes painted inside quadrilobes. 
The layout of folio gor shows the high density of 
illustrations on the page, with the sequence from 
the Agony in the Garden, the Betrayal by Judas 
and Denial of Peter to the Crucifixion and taking 
Christ down from the Cross, all the pictures 
framed by а luxuriant decorative border. 

The manuscript came to Malta from 
Constantinople between 1206- 08 and 1229, ах is 
documented by a series of annotations {Fiaceadon, 
in Eleuteri 1993), and before 1470 was transferred 
to the Monastery of San Salvatore de lingua phan in 
Messina, as is clearly shown by folios 1-3, now 
detached and preserved with the earlier binding. 
These pages formed part of a manuscript from 
which folios 278r- 2812 of another manuscript 
(Messan. gr. 98 [Foti 1992) also came. Next, the 
Gospels were in the Biblioteca Buonvisi in Lucca, 
and then entered the collection of Karl Ludwig 
of Bourbon-Parma shortly after 1824. The 
manuscript has been the property of the 
Biblioteca Palatina in Parma since 1865, 
when Karl Ludwig's library was acquired. 


ИЛЛА 1 





2I2 


Epitaphios of Nicholas Eudaimonoioannes 
Constantinople, Thessaloniki or the Peloponnese, 1406/07 
Crimson silk with alver; mlver-gili, and coloured threads, 

Bs, x 140 СІП 

ший Анал Museum, [isdem Arda‏ مسوا 

ғепкаялжск: Sly, сан مه‎ rr әм هاا‎ scura інен ыу سا دا 1648 سا‎ 
Niira ні the aei. Agosto m Mapia Устни Ату سلا‎ пачат Палма عا‎ 
This rich embroidery was an Epitaphios (ог Grand 
Aer), Starting in the carly fourteenth century, as 
part of the symbolism of the Easter ceremonies 
marking the death and resurrection of Christ, 

the Epitaphios was used in the Byzantine ritual of 
Good Friday and Holy Saturday, and placed on 


the altar table for the rest of the Paschal season 
until Ascension Day. At Vespers on Good Friday 
the Epitaphios was taken from the altar and set 

up in the centre of the church and decorated 

to symbolise the tomb of Christ. The faithful 
mourned at the Epitaphios unul Matins оп Holy 
Saturday. It was then carried in solemn procession 
outside the church, brought back im and laid on 
the altar im preparation for the joyful liturgy at 
midnight. 

This Epitaphios represents the dead Christ on 
the stone of unction (a relic kept in the monastery 
of the Pantokrator at Constantinople since the 
twelfth century), holy angels in stoles on cach side 
with liturgical fans, and the four Evangelists in the 
comers. The background is filled with a symbolic 
decoration of a scrolling vine (an unusual feature’ 
The evocations of the Epitaphios are recalled in 
the Greek inscriptions around the border, which 
come from the тарата (hymns) for Easter; “The 
noble Joseph, taking down your spotless body 
from the wood and wrapping it in à clean shroud 
with aromatic spices, carefully laid it in a new 
tomb! and "The eintments used for human beings 
are lying here, but Christ after suffering death has 
shown himself again in another form.’ А third 
inscription records the donanon of the 
embroidery: ‘Prayer of the servant of God 
Nicholas Eudaimonoioannes with his wife 
and children in the year 6915, indiction 15 
[= 1406/07)’. This name is known as among the 
ruling classes of Late Byzantine Morea, and he 
may have been based at Monemvasia - he کا‎ 
probably the man of this name who was the 
imperial ambassador to the Venetians in 1416 and 
representative at the Council of Constance from 
1414 to 1417. The cloth was presumably a gift to 
a church in the region of Monemvasia. 
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Wall ale with ап image of St Nicholas. 
Probably Constantinople; tenth century 


15.8 x 16.4 cm 
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214 
Wall tile with an image of St Arethas 
Probably Constantinople, tenth сезишгу 
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These tiles, not necessarily unearthed together, 
come from two separate sets of umform half- 
length images of saints labelled in Greek as 
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Nicholas, Paraskeve and James m one case, 


and Arethas (LEL vol.5, сок 242 73), Basil and 


'anteleimon in the other, Their brittle, 7 
білгі ceramic 1& nor weather-resistamt, hence 
they must өлені lave been attached to the 
inside walls or stone ішті of a building, most 
probably a church, Neither set survives complete 


The one with St Nicholas is likely also to have 


cluded omamented squares, now lost, that 
alternated with the figural ones. Composed of 
both vertical and horizontal марк, this set тах 
have framed а Linger holy image, perhaps 
гє сеге im mosaic or carved in marble (compare 
New York 10997. nos 233 and 303, pp. 345 and 
405) Phe senes that includes the martyr 8 
4. 523) could have lined an interior cornice, 
possibly that of an altar screen, 

Fhe images here аге drawn and coloured in 
а technique гурил! of a rare vanety of Byzantine 
glazed pottery “Type Г in Sanders 2601) that 
archacologists find in tenth- or clevenih-entury 
strata. Similar oles have been excavated m 
Istanbul at two churches dated оу and g20= 22, 
respectively (Gerstel and Lauffenburger 2001, 
pp. 180 oq), and at varius places in Preslav, 
capital of Bulgaria from Ваз то аба (New York 
1497, Nos 222-3, pp. цагг ос Rome 20000, nos 
70-5, pp. i36 - 62), The vegetal ornament 
repeated above and below the image of St 
Nicholas also occurs an tenth-century Byzantine 
book illumination (Spatharakis 1981, nos 17:20, 
41, figs 39, 42, 40, Bo). The аты, probably trying 
lus brush for future work, lightly sketched the 
curves of another similar motif on the back of the 
St Nicholas tle 
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The Кампо of Lazarus 

Тае cemury 

Fey tempera on маны, 215 2) cm 
عا‎ Helies Alansi of Cui, Метан айы! Г.Бавцзан Анаған, Athena, паа 
ИТ iiie ا و‎ 

өмжслэн авгвлюмца. Мейн vi al. б, خو‎ UON. اعدا‎ нь үл, Ая 
ال‎ mat AE Т.Ллаёвадайдаг, Aithris effi, css لک مه‎ Свена Panchen гатн 
тар Я سللنلاوعلحه-ا‎ , Шананын згу. пее В 5١ 4 залаа. Wiarna нида, 
سه‎ pe. New Vork қыр, مو‎ bem (А. Weyl Санг, Ан ентот eames اون‎ 
The imposing Неше of Christ, who addresses 
Lazarus by cuistretching his hand, dominates the 
composition. Behind him are the Apostles Peter 
and Andrew, who converse in front of a mountain 
on the Гаг Left of the work. On the right, Lazarus 
appears, risen from the dead, in the open door of 
the monument, swathed іп bandages, which а 
young Jew tries to unwind, At the back, three 
onlookers follow the scene. Lazarus's two sisters, 
Martha and Mary, kneel on the ground and 
beseech the Lord. The red ground and the absence 
of landscape make the icon particularly striking. 
Christ and Lazarus each have د‎ blue halo. There їз 
considerable damage to the lower part of the icon. 
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Common stylistic traits, the same dimensions 
and the vivid red of the ground аге found in two 
other icons, The Transügunation іп the State 
Hermitage Muscum, St Petersburg (Chatzidakis 
1904 65, pp. 386, 388) and The Last Supper im the 
Monastery of Vatopedi on Mount Athos 
(Tsigandas 1996, p. 362). All three icons are the 
work of the same painter and come from Mount 
Athos. Originally they decorated the epistyle of a 
templon screen and must have formed part of a 
series of the twelve main festival scenes of the 
church, This is one of the earliest surviving 
examples of such а beam, now cut mto separate 
pieces. 

The composition is limited to the essential 
heures. The monumental character of the work 
and its style fits a dating in the twellth century. 
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Epistyle fragment with the Transfiguration of 
Christ 

Mount Athos, (ген half of the ілге ПІН century 

Chee wood, geese 3nd tempera, 21:2 ه‎ 1:7 а 2.5 em 

same Nemaye baru: Si Гета, її m e 

eiiis. the cell ed За [орип ur Манту uf Vasspedi, Mean انا‎ 
Мана سلا‎ Минин Лана سوا با‎ увах, йв, Nexus سلا ال اه‎ 
Aet ай the لۍ :ېاو‎ Лслнсиву al Fine Ast, Ча Perla ۱0811 af. лак: Renan 
صن سی ایا‎ За Вуснаў. 1848 гү, tren іа рн на the Miar 7 
وسوی‎ а ورول‎ 

аксын шайга: За еттін and аның موه‎ тиз. ЫЙ. pind) мий 
hill ملعا‎ apy “У Pauly: Пагнаў aeq, pp له‎ 2 711, Enngho $05, 
ніл мезі m, Helika жин, кеін, [ир نلا‎ a OV. Pindar шинийн ный. 
ктк Тои ав ph, p on 

The Gospel scene of the Transhguration іх here 
treated in the same way asin several other Middle 
Byzantine works, and is particularly close to the 
mid-twellth-century mosaic version in the 
Cappella Palatina, Palermo. The composition 

is calm and simple. The use of blue haloes 

is found also in manuscript painting and 
cloisonne enamels, 

Originally this icon was not a separate рапс! 
but formed part of a wide epistyle beam wath the 
Great Feasts of the Orthodox Church which 
belonged to the screen of a church on Mount 
Athos, И was taken to Russia in 1860, Three other 
icons from this same epistyle are now found in 
various places. The Raising of Lazarus (cat.215) is in 
the Byzantine and Christan Museum, Athens, 
and two others, The Last Supper and The Майлу of 
Christ, remain in the Monastery of Vatopech, 
Mount Athos. All four have been sawn from the 
same board and are of approximately the same 
size. The fairly rare red background, certain 
similarities in the portrayal of Christ and the 
saints, and the consistent style and technique all 
testify beyond doubt that the same artist painted 
these icans and that they originally formed a 
single ensemble. 

Although this epistyle was evidently made on 
Mount Athos, as 1$ indicated by the use of 
chestnut wood, it is the product of an artist who 
clearly had knowledge of the most current ideas in 
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Incense burner 
Serbia, Janjevo, fourteenth century 
Brengc, casting, opemwork, 1x 12 5 305 cm 
Мулен 1б Мун Ars, Ї їг, in no iti 
келен مع سوت‎ Radon! нууж, London مق‎ тө фа 
Манна үй, та үнө; Paris مھ الوا‎ түр, Melunki оон, көк ул 
Incense burners fall into three main Categories: 
Irce-standing, hand-held or chain-mounted, This 
example consists of a large decorated handle and 
an attached circular thurible er censer (to which 
bells, now lost, would originally have been 
attached). Из openings are in the form of keyholes 
or circles and it has а simple Greek cross on the 
top. The handle is decorated with a Tree of Life 
іп apenwork. Tt has five stylised lilies and two pairs 
of pecking birds facing cach other; in the centre 
there is а heart-shaped ornament consisting of 
Horal shoots with a large trefoil Шу which might 
be interpreted as the Tree of Life. 
Incense burners were used in churches and 
in the home. Unique to Serbia was a ceremony - 
sana — m which frankincense was used. This type Е 
of incense burner with a hanelle is documented оп 
Mount Athos and was used there during the silent 
prayers of monks, during vigils and midnight 
services when a priest or deacon would incense 
the worshippers and icons and walk around the 
temple almost in silence, The container could also 
be shaken during festivals to enhance the joyful 
atmosphere of the church with bells and incense. 
This incense burner was probably 
manufactured in one of the Serbian mining | 
centres where large workshops operated. It was | 
found in Janjevo, an important Serbian medieval | 
town. Two similar incense burners are known, Е. 
one found at Prilep with a Tree of Life in the 
centre and with birds and dolphins next to it, 
and another at Mistra decorated with lilies. The — 
decoration of the three incense boxes symbolically 
represents the Eucharist, with birds receiving | 
Communion from the Tree of Life. 
DUAN MILOVANOVI( 
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Brass lamp 
аўра (PA, Вук 
This brass lamp contains а central filler-hole and. 


a circular wick-hole with a scalloped rim. The 


century: 


wed badly ts eei ага on either side with 
(anam 


monogrammer m А 
plia and an omega. The lance has 


bec! cellar and fares to a six-sided 


өз, rom the arms of whieh 
a 
нап ап 


doubler В гүн 
! сой knobs аг its points, Ehe lamp has two 
| 


sion lugs and а bayonet-fitting Гог а stand 


spe 
in Из Базе. 
Ге 01 | 
didi ol Christogram, а monograrmmtc 
on of Christ's name, and symbolic of 
The presence of the alpha and 


auve cross ап either side of the 


body Is all 
abbreviati 
Christ's triumph. 
omega, the first and іам letters of the Greek 
alphabet, is a direct allusion to Revelations I, 1: – 
‘Tam the Alpha and the Omega, the first and the 
last... Simili lamps are known from Siobi in 
Macedonia, the north Pontic arca and Syria 
Bailey 1900, p.79). 
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ОШ lamp 

Egypt. sixth century | 
Quaternary alloy, сам in parts, covered with green patina, 
pris» 255 а n3 cm 

Morelia Аааа, Жата, ano тта. ring 

илет میس‎ Макі ірін; ma De اا‎ Вітаў Delivers векі 
анан ид}, пя уыр: Жанбмереншісеі ing, vell ا‎ qas vig, j, налж 
This lamp stands on a high ring base decorated 
with pierced-work rinceaux. There is по socket 
for a lamp-stand nor hoops for affixing hanging 
chains. The body is long, with a ridge around the 
edge on the sides, The flat upper surface is 
decorated in low relief with a vine plant growing 
from a vessel, The wick-hole is circular with two 
small protuberances clase to the lower end of the 
nozzle, The circular filling hole originally had a 
swivel lid, of which only the double attachment 
loops are preserved. 

All that remains of the reflector is the lower 
part, à metal strip with a single row of five pearls. 
Attached to the upper part іх а clumsily cut piece. 
of metal, on which was nailed at a later phase a 
large cross of Maltese type, which now functions 
as the reflector of the lamp. It bears the dotted 
inscriptions: £2ATIQC АПА ГЕРАМКОС | 
(St Ара Gerannos) and АЙТОХ) ISCYTIQG) 
ПРҮСВҤТЕ(РОЎ) (St Josepos the Elder), From. 
the lower end of the cross projects a metal sheet, 
possibly its original purpose (Xanthopoulou 1997, 
vol.2, p.185). | НД, Re 

Both the pearls visible on the surviving part 
of the original reflector and the decoration of the 
foot of the lamp with pierced-work rinceaux are 
recurrent traits of Egyptian copper working in 
the fifth and sixth centuries. A bow! with afoot | 
bearing comparable pierced-work decoration was 

found in grave دم‎ at Ballana, which has been 
dated to Ap 440-50 (Török 1988, pL86); А similar 
body with a pierced-work foot is encountered on a 











lamp of Egyptian provenance in the 67 
Hermitage Museum, St Petersburg: its reflector 
is decorated with а vine (Moscow 1977, vol. 1, 
рр.186- 7, na. 3051. 
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Brass lamp with griffin's head handle 

Italy (9j, ffth-sixih century Ар 

Brass, height 15 cmn; width 7.2 cm; length 21:3 cm 

The Trasie off سلا‎ Венай Museum, London, ۶ (бут лэ 1 

рану ржавы tall in hase cerne інет ФЕ, lal га |. Мығы 
Cudlectina gill of Ман Sloane Stanley, 188) 

ATED MR vA EE Пыһған Нн. irs irr, Ваду mpy, үнэ gg мал, дъ لا‎ 
ph ge 

This brass lamp contains а filler-hole with a 
baluster lid in the centre, and a wick-hole with 
scalloped rim at one end. The handle is in the 
form of a griffin's head holding a spherical object 
in its beak. On top of the griffin's head is a 
monogrammed cross surmounted by a deve. 
The lamp has two suspension lugs and a bayonet- 
fitting for a stand in its base. 

The lamp, whether of clay, metal or glass, 
was the standard lighting device for houses in the 
Early Byzantine period. While glass lamps tended 
to be suspended in multiple làmp-holders known 
as polycandela, those of metal were either hung 
singly from integral suspension chains or, as 
with this example, placed on a lamp-stand. The 
distribution pattern of find-spots for griffin lamps 
suggests a place of manufacture somewhere in 
Italy, possibly Rome. Examples are known from 
there, Maddaloni, Caltagirone and Porto, and 
also from Syracuse and Benevento in Sicily (Bailey 
1996, p.78). By contrast, only two examples are 
known from the eastern half of the empire: one, 
tentatively attributed to ‘Constantinople and its 
vicinity’, isin the Dumbarton Oaks Collection, 
Washington DC (Ross 1962, n0.30, рр.41-2, 
,تح دام‎ the other, in Berlin, is simply described 
as having been found in Turkey (Schlunk 1939, 
no. 146, p.52, рі. хім). 
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Roundel with the Mother of God 


Serpentine, diameter 17.5 cm 

ФЧАОХИСТО АЕСПОН ТО BOTANEIATH (God-bearer, protect 
flanking the Mother of God MIHTHIF кесу (Mother of God) 
Унниы sl Айып Moses, Шады, а Т 

i һе %Ъшнилитүз Cailor tnn, | {ту бш мата rg, in‏ عهع سه دووم 
thes Чые шый‏ وا vacui ыза frees «йл. ранні‏ سمل وم11 له thee Арыс‏ 


паста erent ساسا‎ орда, pe انا‎ Müliansocn: ,مووا‎ умре ди - سح ړا‎ 
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On this serpentine medallion, the Mother of 
God is shown in bust farm, veiled and haloed and 
identified by an inscription either side of her head. 


Her hands are raised before her, palms out. 
Around the rim is an inscription involang her help 
for Emperor Nikephoros ІП Botaniates. On the 
reverse іх à roughly scratched outline of the bust 
of the Mother of God and the letter M. The 
roundel has been broken diagonally across its 
width, although the Mother of God's face and 
several letters of the inscription have been lost; 
it was repaired before it came into the Victoria 
and Albert Muscum's collection. 

The iconography, with the frontal position 
ol the Virgin's hands, is also unusual. In 
representations of the Virgin Orans, the hands 
and arms are usually out to the sides. However, 
this representation is comparable with both 
eleventh-century seals and with the image 
in the north-west dome of the Panagia 
Kosmosoterra іп Pherrat, Greece. 

The roundel can be dated by the inscription 
to the reign of Emperor Nikephoros Botaniates. 
However, the wording is unusual in combining 
ر۱۸٨‎ ٣٨٥ (Christ-loving), a common imperial title, 
with the word бере (lord), which was not 
adapted as an ипрепа title until the rwelfth 
century. Potentially, therefore, the rounclel may 
predate Nikephoros's elevauon. It is, however, one 
of very few hardstone carvings that can be dated 
and is thus important in relation to late eleventh- 
century Byzantine sculpture. It is conceivable that 
the roundel might be а slice from a serpentine 
column. The material itself was highly valued and 
may have had apotropaic powers, The carving is 
heavy, but there are similarities with relief panels 
from the Peribleptos monastery, perhaps founded 
by Nikephoros and where he was buried. The 
medallion's function is unknown: it is too lange 
and heavy to have been worn as ап amulet. It 
may have been set above a door or inlaid into 
church furnishings or perhaps have formed part 
of the tomb of Nikephoros. 
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Mosaic with head of Christ 
Ravenna, 545 

Зарас amis тона шыны сылман = 
مې 38 موز‎ 
یم مت‎ NNNM 
چم سم ريم‎ Up О 
Only a few parts of the face are original — the — 
gold background and the blue tunic and mantle 
are nineteenth-century restorations. On the face 








tesserae, аге mostly original, but the eyes and nose 
are reworked and the mouth too is party remade. 
The hair is mostly original. As with other early : 
mosaics in Ravenna, the surface of the mosaic Вас 


repaired partly by the addition of new tesserae, | ۷ 


۷ 
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and partly by the reuse of salvaged sixth-century 
tesserae 

И was shown by Andreescu- Freacdgold (1990; 
that this mosaic is the head of Christ from the 
apse of the church of San Michele in Mricisco, 
Ravenna, which was dedicated оп 7 Мау 545 
А watercolour made by E. Pazzi in 1843 
(Ellenberger 1992, fig.66) shows that the apse 
contained a standing figure of a young Christ 
with а cross halo between two Archangels 
On the wall above the apse was an enthroned 
seated Christ between archangels holding the 
instruments of the Passion and by seven angels 
of the Apocalypse blowing their trumpets. 

On cach өніс of the apse were standing hires 
of SS. Kosmas and Damiano, 

This fragment was purchased in Italy in 
ІНІ», and thought wrongly to have come from 
a small church im Milan. The apse mosaics of 
Зап Michele were taken down and sold in 1844. 
They were supposedly sent t0 Berlin. The 
consigniment is now in the Staatliche Museen 
zu Berlin, Skulprurensammlung und Muscum 
fur Byzantinische Kunst, but it consists of fake 
substitutes and not the onginals. The only 
surviving огуллав are this head of Christ, and 
the heads of the Archangels Michael and Gabriel 
at Torcello and of an angel at St Petersburg. 
Clearly the apse mosaic was in very poor 
condition їп the nineteenth century. 

Onginally this head was probably very 
similar tothe young Christ in Paradise in the 
арас of San Vitale, Ravenna, dedicated in 548. 
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Four Gospels, folio 117 
Constantinople, iid-rwelfth century 
Parchment, 13.5,» 12:3 cm, 15277 folis 
Hiddes одаи” Martane, гтивст., мет 


mre سیا‎ Бына (гус ату ما موی اهم‎ me, 
haar ааа кы ғас! iod 


клигурмамтж ай id dtes es en mT 
ur lora پو هلپ‎ тагт, р з бр ھم‎ Ts Сан وو‎ pp t ць 
This manuscript exemplifies the exuberantly 
decorated small Gospel-books popular 1n the 
twelfth century, surely for private use. First, like 
the manuscriptis of the Kokkinobaphos group, 
it embeds the traditional pairing of Evangelist 
portrait and feast icon at the opening of cach 
Gospel in an extravagant surround of ornament, 
both architectural and vegetal. As in the Codex 
Ebnenanus (cat. 204), also from the mid-rwelfih 
century, feast scene and author portrait are 
integrated here in a single, richly framed 
composition that faces a large ornamental 
headpiece, producing a fanfare of ornament 
that spans the full opening of the book at the 
beginning of each Gospel. 

Second, и displays Gospel frontispieces. The 
traditional, static Majestas Domini surrounded by 
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the four Beasts anc four Evangelists is replaced by 
two dynamic, full-page images, one of revelation 
as the prophets Elijah and Ezekiel proclaim their 
visions of God, presented bere as the youthful 
Christ Emmanuel, the “God with us’ of his 
incamation and eschatological return; the 

other of transmission as Christ confronts the 

four Evangelists, The images invite the reader 

to ‘see’ the revelation of the Word as it takes 

flesh in the parchment of the book. 

Third, the canon tables are populated by 
animals, acrobats and allegories, including the 
labours of the months and personifications of 
eighteen virtues. The allegones draw 7 
longstanchng traditions in monastic illumination, 
but twelfth-century imperial iconography adopts 
the virtues, too (see cat. 59). Ševčenko has pointed 
out the many imperial virtues included in this 
series, found also in the National Gallery of 
Victoria, Melbourne, ms 1, and suggested their 
invention for an imperial patron, Such an 
intersection of monastic and imperial imagery 
reflects the mid-twelfth-century book trade, in 
which scribes and painters worked for both lay 
and monastic dignitaries, 
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Micromosme icon with St Theodore 


Constantinople, carly fourteenth century 
Wood, tesserae of marble, jasper, lapsis lazuli, sime and gilded 
copper, wax, rein, 0 «74 cm 
Saar Піта” Muri, Ва Peeling, imi mm غه‎ мр 
FRUYEAAMCE. рыу gil uf Hemann to مک‎ Parre Rape, їжчигт 
чи, Mari Заста, Ұлжан; Пе Molva سوه مق‎ Гала, licae us, сс шини 
gi ican slew, Pork, ahar iMi, homi зай the Calloria 
iry جطا‎ Wiman Tiar АМльявайгт Ї dor the lı Musrum, iil, and 
arsnalsrresd so che Star Hermisape Маған. سه‎ ымаму МА 
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ална وسم‎ pp. joli, уну, Ганинйү мийн, са “яй РЭГ, 
This image of the holy warrior 5t Theodore 
Stratelates was produced using tiny tesserae of 
semi-precious stones, such as lapis lazuli and 
jasper, with marble for the face and gilded copper 
for the background and details of the garments 
and armour. The wooden base was hollowed out 
and filled with a wax coating, over which the artist 
executed an under-painting and then inlaid the 
mosaic. He added separate details using wax- 
based paints. 

The miniature technique and the refined 
style of this icon place it among Byzantine 
micromosaics of the highest artistic 
quality. It is no doubt the product of the 
Constantinopolitan court workshops, as 
Byzantine portable mosaics seem to have been. 
distinctive insignia of imperial power and to 
have belonged exclusively to the emperors 
and members of their families, 7 


subtlety апа a 


In almost all literature on the subiec 
Hermitage icon is dated no hater bani Pi 
hall of the fourteenth century, but it is most like 
from the first quarter. A group of micromosaic, , 
with inscriptions composed of metallic plates од 
а lapis lazuli ground and а checked border share 
these distinctive features with the Hermitage j icon: 
among them are the Annunciation in ihe Victoria 
and Albert Museum, London, the diptych in 
Florence (cat. 227) and the St John the Baptist 
icons in Venice and the Hermitage, St 
Petersburg. These pieces were surely produced 
in Constantinople in the first quarter of the 
lourteenth century and their style is consistent 
with monuments of Palaiologan art such as 
the mosaics in the Church of the Virgin 
Pammakaristos in Constantinople, which dates 
from the first decade of the fourteenth century, 
The group probably all came from the same 
workshop. 
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Micromosaic with Christ Pantokrator 


Constantinople, 1150-75 
Моөліс on wood, 54 = 41 cm 
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This is one of the earliest and best examples of 
micromosaics, made of diminutive bronze, marble 
and lapis lazuli tesserae of 0.5 to 1 ст. Similar- 
sized tesserae are found in the micromosaic of the 
Transfiguration in the Louvre (New York 1997, 6 
no.77, рр.130-1 [A. Weyl Сагт]), which also : 
displays the same cross motifs in the ornamental 4 
border. Though analogous, on compositional ў 
grounds, to the roughly contemporary image ОГ. 
Christ in Berlin (Demus 1991, no.5, pp-29 33), 
it is characterised by à much more evident 
decorative approach, The meander and zigzag 
motif in the halo is clearly intended to simulate 
the sumptuousness associated with icons made 
of precious metals and enamels; moreover, the 
multicoloured polylobe squares enframing the 
letters IC XC had often been used for golden ٢ 
appliqués to icon revetments since the tenth ٢ 
century (sce Wessel 1967, nos 10 and 18, pp.55-6 
and 70-3). 

Unlike the Louvre icon, in which the dynamic 
and expressive elements of Byzantine art around 
the year 1200 can be detected, the Bargello mosaic 
is characterised by a strongly linear rendering of 
both folds and physiognomic details, chromatic 
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There are more than 50 Byzantine micromosaics 
in existence. Usually small in size, they are 
distinctive for the technique of their manufacture; 
they are constructed from minute tesserae (in this 
case between 0.5 and 1 mm in breadth) made of 
copper (sometimes silver or gold), glass, marble 
ог stones of various colours, fixed in wax on a 
wooden support — as was this example from the 
Louvre in the eighteenth century = transferred 
onto slate in 1864. 
This icon is of great technical virtuosity; it 
is also one of few to represent a scene from the 
Gospels, in this case the Transhguration of Christ 
with Moses and Elijah at his side and the Apostles 
Peter, James and John below. One of the greatest 
in size, и has sometimes been assumed to be from 
an icon screen, although this is far from certain. 
The Louvre Transfiguration is one of the 
earliest micromosaics. Although we know that it 
was in Sicily in the eighteenth century, its style is 
reminiscent of the mosaics of Daphni of around 
поо and it, too, should be attributed to а 
workshop of Constantinople. The mis-spelling 
of METAMPO®OCIC (Transfiguration) with the 
inversion of the letters "О" and R" does no 
necessarily indicate а provincial manufacture. 
However, the expressive, almost anxious faces? 
of Elijah and Moses, each framed in a shock 
of shaggy hair, and the vivid play oflight and 
shadow on the drapery has been com 
Otto Demus with the late twelfth-century frescoes 
in Hosios David in Thessaloniki, justifying a date 
in the second half of the twelfth century, or 
around 1200, 
JANNIC DURAND: 
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ранах E pics ры. 
each panel 27 ж 17.3 ст 


АВ to an eighteenth-century tradition, the 


diptych arrived in Florence in 1394 аз а bequest to 


the Baptistery of San Giovanni from Nicoletta di 


Antonio бітіпті, the Venetian widow of ап 
official at the Byzantine court of John VI 
Kantakouzenos (1347 - 54); in the fifteenth century 
it was set within a silver frame decorated with 
enamels. The work displays the twelve Gospel 
scenes Corresponding to the most important feasts 
о the Byzantine liturgical year (Ше so-called 
Dodekaorton). It betrays technical, compositional 
and stylistic features hinting at an execution in the 
cultural atmosphere of early fourteenth-century 
Constantinople. The use of miniaturised tesserae 
enables the artist to realise an extremely accurate 
rendering of even small details. Each of the 
twelve scenes, included within a square of roughly 
9 = 9 cm, is set either against an architectural 
background embellished with classicising 
clements, or a natural landscape indented with 
the irregular rock peaks so common in mature 
Palaiologan painting; the human figures are 
characterised by diversified poses and animated 
gestures, and a special emphasis is given to 
representations in profile. Some details, such 

as the figure of Adam in the Anastasis, seem 

to be reminiscent of the vigorous expressiveness 
betrayed by the Passion cycle of 1312 in the 
narthex of the kathoükon in the Monastery of 
Vatopedi on Mount Athos, even if its general 
tone is that of amore serene and balanced 
rendering of bodies and spaces. 


MICHELE BACCI 


228 
Micromosaic with the Man of Sorrows 
Constantinople, агсним (joo 


Mosaic tesserae on wood, 13 ж 1q cm (without frame); 
23 = 28 cm (with frame); 98.5 ж 92.1 ст (сазе open) 


asics de Залал (rice im Cerimalemme | Homa, صا‎ na متا‎ Fazal Ға ил 


di Culto, авилга dal Ministern rell" 
аа مسب‎ хүлж Yak анд, nn rii. рота 

(Н.С. Ғхаш) 

At the centre of this Italian Renaissance case 
(dating from the late fourteenth century with later 
additions) which contains the relics of many saints 
(wrapped in silk and labelled with their names) is a 


Trienni, 11 مه‎ Сачан рет 


Byzantine micromosaic in an added silver frame. 
‘The subject is the Man of Sorrows (or ‘Utmost 


Humiliation’) the Good Friday image developed 
tium in the twelfth century for Easter 





rituals (sce саг 246). Christ is dead and shows 


the cut in his chest and his wounded hands (the 


stigmata). On the cross piece above Christ's head 
ds written in Greek “King of Glory’ (О BACIAEYC 

THE AGEHC), and on each side of the cross nimbus 
the abbreviation Jesus Christ (KC ХС) appears. The 


image might have been used in the Good Friday 


liturgy or ах а devotional icon (in some Byzantine 


paintings of death scenes of monks, a panel with 
this iconography is seen placed on the corpse). 
On the back of the micromosaic is a painting 


of St Catherine (H ATIA AIKATEPINH), part 


ЖА 


Western, part Byzantine in style. This has led to 
the suggestion that the micromosaic was removed 
from the Monastery of St Catherine's at Sinai 
around 1380, Coats of arms of the family of 
Raimondelli Orsini del Balzo, from 1386 Count 
of Lecce, are on the enamels in the added silver 
frame. He went on pilgrimage to Sinai from 1380 
to 1381, and claimed to have given а finger of St 
Catherine and another micromosaic to the church 
of St Catherine at Galatina. He probably gave this 
icon tà the church of Santa Croce in 1385 or 1386 
üt was then Carthusian, and is now Cistercian), 
near the Basilica of St Jahn Lateran. It was there 
encased in the present frame with the inscription: 
FUIT 1 GREGORI MAGNI PAPAE, implying that the 
micromosaic was identified as а work of the vision 
of Christ by Pope Gregory the Great (550—604), 
who had found a disbeliever in his congregation 
and prayed for а sign from God and was rewarded 
by the appearance of the crucihed Christ above 
the altar. This icon in its relics display case 
became a famous image of veneration by pilgrims 
to Rome - to see it they had to descend through a 
dark passage into a subterranean chapel known as 
the ‘chapel Jerusalem’, whose pavement was laid 
on carth brought from Golgotha. Only the Pope 
could say Mass in this chapel. 


WORDS CORMACK 


229.1, 229.2 
Pair of icons with the Annunciation 


Consiantmople, гісуетіі-іше thirteenth century 
Еди tempera, gold and enamel on wood, with silver gilt 
revetment, both panels ont a 7.5 cm 
Ls CHI ДА Enc مه‎ а 
ELECTED вата. Кәлшіліше tse fifi ий пі, І CER Rada (iet 
BRRR E, »سو‎ Faria ig, жм үа анд و‎ 
зару. سه‎ 1 ава! pg Pion заяаг. пан 27 اس‎ ай 


This monumental Annunciation is painted on 
two separate panels, with the Archangel Gabriel 
to the left and the seated Virgin to the right. 
(Зайл! moves gently towards the Virgin, and 
raises his right hand in a gesture of greeting. 
Mary's head is tilted towards the Archangel, but 
she looks out towards the viewer and is occupied 
in spinning with x distaff. This alludes to the 
legend of the Virgin's upbringing in the Temple 
at Jesusalem where she would spin and weave the 
priests” vestments. 

The icona are distintive for thet ith palette 
and well-modelled figure style, but there is some 
repainting. They also have expensive silver. 
uncus (Athi sonia ess, аа RE ос 
META COY (the Lord is WELT 
enamels in quadrilobe plaques the Greek sigla, 
Mother of God. Also in enamel, below these sigla, 
is a donor's inscription: ТАСА ПРОСАГОСОГ | 


КОРН IIANATIA. AEON COC OIKTPOC OIKETHC | 


ЄНЕОҮҮ ӨҮТНСІ give you what belongs to you, 
All Holy Virgin Mary, Leo, your pitiable servant, 
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priest of God). The silver plates have floral 
omamentanon and relief heures On the Gabnel 
panel are hgures of archangels (the 7 
miming Gabnel is lost), on the Virgin panel, Ше 
revetment is of the same decorative type: along 
the top are medallions with Chinst, the Virgin and 
St John the Baptist (the Deisis) and with the 
Virgin's parents, Joachim and Аппа. The 
mechillions at the bottom are SS. Andrew and 
Blass, Лі the sides are ten plaques with standing 
hgures of prophets. Samuel, David, Daniel and 
Zechanrah can be recognised among them. The 
metal halo of the Virgin is of а different style and 
probably later than the revetment, аз are the 6 
semi-precious stones on her maphonon. 

These panels have been the subject of much 
research and controversy, When they were first 
studied іп 1900 they were fixed in the wonosrasis 
ol the late thirteenth-century church of the Virgin 
Penbleptos in Сита, They were dated to the 
eleventh or twelfth century, and the presi Leo 
was rdenüihed as an archbishop of Ohrid, either 
Leo 1, Archbishop of Ohind 7 
Mung (1108-1201) Iis certainly more likely 


36), or Leo П 


that they were intended to be fixed, not to an 
1۳179513515, bur on the arches on each ade of 
the sanctuary of some as усі unidenufied church. 
This was à common position for the placing of 
the Annunciation in Byzantine churches, usually 
painted in fresco. This dating implies that the 
silver revetments were added later, and there are 
some indicarions that the painting is саг сг than 
the plates. However, Grabar, who dated the 
revetments to the late thirteenth century, argued 
that the panels were all of this date, This would 
mean that the priest Leo is unknown, and 
perhaps later still. 
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Two-sided icon with the Virgin Psychosastria 
апі and the Annunciation (hack, 

апалі, early Fourteen century 

Egg temper and gold on wood, with sibeer-anlt revetment 
wiih enamel, gy м GÊ ern 

[шан (Әт, Масы, шүү їнэ нз 

апраца Се bs od ibe Maia له‎ Cou Рэтра, Tiral 

ELECTED ЕЕНІБЕНІЕЯ ный кшен. рар 13) یئ‎ “ачы Work зєв, пил, пе 
This large two-sided icon was made for the 
успегапоп of the Virgin Psychosostria 

(She who saves souls) and also to function as a 
processional icon, presumably on the festival of 
the Annunciation on 25 March (7 April, according 
to the Orthodox calendar). On the silver-gilt 
reventment are the inscriptions on the front in the 
roundels, MiHTH)P ЄНЕОҮҮ (Mother of God) and 
ИНСОҮУС X(PICTO)C (Jesus Christ); in the 
rectangular plaques, Н РҮХОСО(СТҮРІА (Saviour 
of Souls); and on the back in red letters on the 
gold ground reverse, O XAIPETICMOC (The 
Annunciauon), О APX(ATTEAOC) ГАВРІНА 
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(The Archangel Gabriel) and MOHTHoP 6(EO)Y 
(Mother of God), The dry style, the bulky formes 
of the garments of the Archangel Gabriel, the 
inverted perspective of the architecture and the 
minature and playful caryatids on the columns 
behind the Viran are all features associated with 
the art of Constantinople in the carly fourteenth 
century 

The front of the icon celebrates the Virgin 
Psychososiria but she is represented in the form 
of the Hodegetria. This icon is therefore a copy 
of the famous model in Constantinople believed 
to he painted by 5t Luke and which was venerated 
as an icon that could perform miracles, Copies of 
this icon were also believed capable of carrying 
out miraculous healings of the Гай ШІ. The Virgin 
and Child, protected Бу two angels. are framed 
within an ornamental silver-gilt revetment. This 
includes cast plaques of Christ in the centre at the 
top and also busts of the prophets Aaron, Gideon, 
Ezekiel, Damel and Habakkuk, Jacols and 
St John Clhirysostom. 

The stylistic clues to а production in 
Constanünople, together with its current 
provenance in Ohrid, fit neatly with some archival 
documents about the history of the monastery of 
the Virgin Psychososina in Constantinople. The 
Emperor Andronikos П Palaiologos (1282-1328) 
made a gift of this monastery to Gregory I, 
Archbishop of Оһла, who erected the 
exonarthex of the cathedral of St Sophia in that 
city in 1313. Very probably the icon was sent on 
this occasion from Constantinople to Ohnd. 


міса GEORGIEVSKI 
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Icon with Christ 

Thewalonik or Ohnd, middie of foureenth century 

Egg tempera and gold an wood, with silver gili revetment, 
1:7:5 = 195 cm 

leon Gallery, Übeid, inv һе. 

rentak Съри в єй Шак Masher له اه‎ Ferien Ohrid 

маста аггы: Каны ngon, р. وډا‎ New Үл wing, my يو‎ 
Christ ts depicted half-length. He holds an open 
Gospel in his left hand while giving a benediction 
with his right. His expression is one of 
contemplation and seriousness; his eyes are 
slightly tumed to the right. His cruciform nimbus 
and the ground of the icon under the revetment is 
in gold. The text on the Gospel-book in Greek 
reads: ‘My sheep hear my voice, and І know 
them, and they follow me; and I give them eternal 
life, and they shall never perish, and no one shall 
snatch them out of ту hand.’ This passage (John 
xxvi, 8) was spoken by Christ at the winter festival 
of Hanukkah when he was nearly stoned by the 
Jews in the Temple at the porch of Solomon. In 
this chapter he sers out his role as the Good 
Shepherd and protector of the faithful. 

Christ is enclosed by а silver-glt revetment, 
It is surprising to find that it has been constructed 


ош of a series of irregular decorated plates hie 
1 


look as though they were mass-produce andl the 
Ы "n 


Hatin, 
on the plates, there are figural reliefs of saints 


(George, Demetrios, St Clement of Ohrid 


adapted to Ін. Besides the floral 76 


апп] 
stival ма Nes ane 
the Батаа (the empty throne ready for the Last 


standing angels) as well as some fe 


Judgement), Some of these images are repeated, 


again indicating the use of mass-produce 


d plates, 
Ас seems 
to have come from a different icon, It reads in 


(тос: YMNON ЕПІМІКОМ ОС GEM) ФЕРЕ] 
АҮТОС АГЕМҮЛОС КАП XOIKOC 1١٢ ۸ М 
AOYKACICAAK(IOCCEBACTOKPATOP 
IAACTH EIKONA XPYCOY АРГУРОУ TE 
TEXNOYPEHMENIHN)HN K( AI) AEXOIO 
NAMMEAON GEO)Y (KPATOC|. -4ЕЁЇС) 
EZIAACMA ТОМ AMAPT(H)MA(TON), This states 
that the gold and silver icon is offered to God for 
the redemption of the sins of sebastokrator 
Isaakios Doukas. It has been suggested that this 
man was the commander of the cavalry of the 
Serbian Tsar Dusan and governor of Ohrid 

in the fourteenth century. 


The шс ripiion on the bortom fr 
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Icon with the Virgin Psychosostria 

Thessaloniki or Ойн, middle of fourteenth century 

Egg tempera and gold on wood, with silver gilt revetment, 
15 « 122 » 4 cm 

lens Gallery, Dhrub im gus و‎ 
rihane Сығай the Мин ol скі l'eribleynza, Chri 
Ars ва РЕВЛ нсі Ми صا‎ aa, Wew Wirk ыны, na 133 
This icon is a pendant to the icon with Christ and, 
Judging by their almost identical size, style and 
treatment, they were most likely both made in 
the same workshop, probably by the same artist. 
Their scale and lavish decoration suggests they | 
were made to be prominent in a church, probably 
аз intercolumnar icons in an iconostasis, and it has 
been suggested that this was in the Church of St 
Sophia at Ohrid, the cathedral of the city since 
the eleventh century, The Virgin is inscribed in 
two roundels, as M(HTH)P Ө(ЕОуҮ (Mother of 
God); and in the rectangular plaques as 
Н WYXOCC(CT)PIA, 'She who saves souls’, The 
term Psychosostria عا‎ found os an appellation 
of Mary on а number of icons, and there was 
a monastery of the Virgin Psychosostria at 
Constantinople, Mary in this icon is turning to 
the right, presumably towards the icon of Christ. 
She holds the Child, wriggling in her arms, and 
looks out towards the viewer, 

The Virgin and Christ have: gold haloes, and 1 

are framed within a silver-gilt revetment with a. 
iei фа of interlacing circles, On the 

rame of t icon are floral ornaments and rb 
reliefs. The busts of St John the Baptist "Эс 
Virgin, and the archangels Michae] and Gabricl 

are on the top frame. Christ js т missing at the 





i 





өні lias been replaced with a figure of the 
pem m. 2 
чїч. 
бөгіп Epis 
үнд Moses, АРОН, Zechariah, Isaiah, and 


Along the sides are lists of the 


1 i Ін 15 

P oii Also represe aed is Nicholas, 
ПІ 

Archbishop ө! (из. 


wir ci ادا‎ ۱ doe sel 


233 
Icon with the Baptism of Christ 


гт, early fourtec nth centry 


fag tempera and kold on wnnd, 444-5 = 36 cm 


ex С Питай ums ania d 
{айг й к чў dite Ahar ul Cos Гайна, Спа 


rë nov pearse Шайтон amd مسا‎ „умінні пода. pp 132-8 


aii TRES 
“ин Pies нші т | 


The title of this work, Н BATI(TH)CIC (Baptism), 
is written іп Greek in red letters at the top. 

St John the Baptist stands on the rocky bank of 
the River Jordan to the left and is inscribed C 
АПОСПО(АММНО) О(ПРОАРОМТОС (St John 
the Forerunner), Christ has a cruciform nimbus 
and is inscribed КНСОЎ С X(PICTONC (Jesus 
Christ |. 

‘The standard Byzantine elements of the scene 
are found, though the four spectators on the right 
bank are all angels: the Holy Spirit is coming 
down from heaven in the form ofa dove. Beside 
the Baptist is a small bush and his axe (referring 
to John's statement that every tree that does not 
bare fruit will be cut down). Christ is dressed in 
а loincloth as he is baptised, In the waters of the 
Jordan, on the left there دا‎ а personification of the 
nver as an old man with an urn, and on the right 
a dragon. 

The scene is painted with great gusto ; 
the Baptist towers above Christ and the rocky 
landscape climbs towards heaven. On the back. 
of the icon is a painted crass. И was very likely 
produced as one of a set of festival icons to adorn 
the same sanctuary screen as the Doubting of 
‘Thomas and the Anastasis (cats 244, 235). 
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leon with the Anastasis 

Ohrid, early fourteenth century 

Egg tempera and gold om wood, 44 x б.у ст: 

Wm (айығу, Chris, im 

Piante Chunk йы аагтай үлийн “sph tec 
Paris bp, тив da 

In the upper part of the icon there are 

remnants of the red letters of an inscription: | 
H (ANACTA|CIC (the Resurrection), The Anastasis 
is one of the two regular representations of the 
Resurrection in the Orthodox church. Christ is 
seen in glory, breaking down the gates of Hell, 
and then ascending to. Heaven and taking with 
him the mast famous Old Testament hgures. In 
this icon Christ sweeps down diagonally to Hades: 


ша blaze of light with angels above holding the 
instruments of the Crucifixion. He rescues Adam 
Irom his sarcophagus, while Еме waits behind. 
Next behind her is Abel with a shepherd's crook 
(his murder at the hands of his brother Cain made 
him the first martyr), On the right are kings David 
and Solomon and behind them St John the 
Baptist to the right. The scene is set against a 
mass of craggy rocks, reminiscent of those in the 
Baptism icon (cat.233). The broken gates of Hell 
are beneath the feet of Christ whose divinity is 
marked by the shining golden rays of the 
mandorla. 

This icon was very likely made to acorn the 
same sanctuary screen as the Baptism and the 
Doubting of Thomas (cats 233 and 235). 
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Icon with the Doubting of Thomas 
DOhnd, early fourteenth century 
Egg tempera and gold on wood, 44 = 46 cm 
ما‎ Callery, Оһекі, lec на 
ганса мл: لاس تا‎ іы Мт if Cod امسا سم عالل۲ا‎ 
Hon neces Libera! and Gorei- Ljuba ووه‎ pp ٢ тур 
Pari مه وې‎ 
This icon is entitled the Doubting of Thomas 
although only a few remaining letters of the red 
inscription are visible in its upper part. The 
account in the Gospel of St John (хх, 24-9) 
relates that Thomas was absent when Christ 
appeared to the other Apostles after the 
Resurrection and showed them his wounds 
from the Crucifixion. Thomas refused to believe 
in the Resurrection unless he had seen the wounds 
for himself. The icon shows the subsequent 
appearance of Christ to Thomas. Christ stands in 
the centre of two groups of five Apostles, He raises 
his right arm and displays his body. Thomas on 
the left stretches out his right hand to touch the 
wound in Christ's right side. The other Apostles 
show their emotions as Thomas accepts the truth 
of Christ's return to Jerusalem after death. 
According to the Gospel the appearance of Christ 
took place їп а house with the doors closed. The 
reality of the architecture with its arches, columns 
and capitals is well represented i in the icon, with 
an almost ghostly apparition of Christ to the 
eleven disciples (lacking Judas Iscariot). 

It is probable that this work was made às а 
festival icon for the same sanctuary screen as the 
Baptism and the Anastasis (cats 233, 234). 
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Two-sided icon with the Virgin Hodegetria and 
the Annunciation 


Thessaloniki (7), third quarter of the طفلسصععاسھا‎ century 
Tempera on wood (canvas), gilding, silver-qnli revetment, 
99:55 73 куса 





7 5 


Қанған Міне, Belgrade, шт لصوم‎ 

roan ар له‎ the Vergi ellen, Claud стат chapel, مسا‎ 
сіңуі à зм 

пазете загава Мені иу, New Vork gon4, مس‎ гү, рр 447% 
The Virgin Hodegetria is depicted on the front 
of the icon, covered by a revetment, and the 
Annunciation appears on the back. There is an 
integral raised frame on the front (the lower edge 
is missing), while the back is flat with a gilded 
background. The paint layer is abraded and 
partly missing. 

The style of painting, which can һе 
attributed to the third quarter of the fourteenth 
century, represents à high point in the art of the 
Palaiologan era. Technique and style indicate that 
both sides of the icon were the work of the same 
artist. Some parts of the icon were overpainted 
ш the seventeenth century. 

On the revetment, with its decoration of 
interlaced circles, three medallions have survived. 
The frame bore busts and figures of Christ, the 
archangels and the Apostles, of which two busts 
have survived. The revetment enhanced the icon's 
function as an object for prayer. [ts style and 
technical details reveal that it dates from the 
same period as the icon. 
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ARTIST FROM MORAVIA 

Icon with St Demetrios 

End of the fourteenth century, or beginning of the hifteenth 
century, Hilandar |?) 

Tempera on board, 34-3 » 26.5 ст 

Alri له‎ Aged Лав, Digrii, animos 0351 

ез етно BETERENIEE وأ‎ агат ай, ар ме. هلتا‎ зайл, qua gal +, 
MET T Le bise ic 
рін, Нинова жин, سو‎ 7 

8t Demetrios was a popular military saint whose 
cult was centred from the Early Byzanüne period 
at Thessaloniki, where he became the patron saint 
of the city and protected it during attacks and 
sieges. His festival day at Thessaloniki was 26 
October, and there was an annual fair there 
which аана | 

the cult oF St Deine змывала 
especially into the Balkans and Russia. He was. 
believed to have been martyred in the early fourth 
century, and a large, still surviving; Church of 
century filled with mosaics representing his 
miracles of protection and healing, which were 


also recorded in texts and in sermons delivered 


in the famous church. 
This icon shows St Demetrios armed to the | 
teeth, The standing figure is painted оп a coneave 


board; the ground is ochre, imitating gold and his 
name is written in Greek in red letters, He wears a’ 





red tunic, breastplate and armour, and 
trousers. He has a dark-blue cape over his | 
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shoulders, He holds a brown lance in his right 
hand, and а sword with а gilded hilt im the other 
hand. He i$ also equipped with a club, a quiver, 
а bow, а shield and а helmet, The painter has 
represented all these instruments of war in the 
same detail. The saint's face is young and 
handsome and his brown hair 15 1 

and wavy, 


This کا‎ à small, delicately painted icon suitable 


for private devotions and for kissing. Н is very 
likely that it was used in the home rather than in 
а church, and it belongs to a period of deep crisis 
in the history of Serbia when enemies were all 
around. 11 offered protection in war through 
prayer to the famous holy warnor. However, the 
icon belonged to the collection of painter and 
collector Ljuba Ivanovié, who claimed that it 
came from the Hillandar monastery on Mount 
Athos, and so it may have had а monastic use 

at some ume іп its history, 


BLAAN мї C ИП 


238 
ANGELOS AKOTANTOS ЇЙ. с.1425- 50) 

Icon with St Theodore 

гы half of the fifteenth oentury 

Egg tempera on wood, 22.8 = 20 cm 
The Helene Миниату of Cale, Brant مو‎ Chentiati Mesum. 

Арета, mis Leseerden Colloruan ҰЛ. 385-413 
11111 TED eerie Анан اا مه الوا‎ Амаа pai; nass Calamani] 
املا‎ пайети, na то OC lateres] Aenm یوو‎ res л С. adum 
Atherton аца, ناو رما‎ 
St Theodore Tiro is depicted against а gold 
ground in front of two mountains, standing and 
slaying a dragon. He wears a gold-embellished 
military dress and has a sword, a bow and a 
quiver of arrows. He is poised to strike a winged 
dragon lying in the foreground. At the top left 
appears the Hand of God, blessing the saint. 

Art the bottom right, in black capital letters, 
is the signature of the painter: XEIPATTEAOY 
(Hand of Angelos), which was revealed after 
cleaning. Laboratory examination of a second 
signature, on the left, ع1117‎ 57 
wpoburzóvorv тоъ سثفومېي۳‎ AX () Work of 
hierodeacon Stephanos Tzagarolos 16 | |), 
was proved to be a forgery. 

The representation of St Theodore as 
acdragon-slayer, usually on horseback, is 
encountered in Byzantine painting from the tenth 
century (Achcimastou-Potamianou 1998, p. 112). 
The saint is depicted standing and in military 
dress, but not slaying the dragon, in a late twelfth- 
century icon in the Monastery of St John the 
Theologan on Patmos (Chatzidakis 1977, по. 3). 
The iconography of the standing dragon-slaying 
soldier-saint was elaborated in fifteenth-century 
Cretan painting. Charactenstic examples are 
two icons by the pamer Angelos Akotantos, 
representing St Phanourios, опе in Parmos 
(Charzidakis 1977, по. ба, pl.27) and the other 
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in the Cycladic island of Pholegandros (Vassilaki 
1981, p.231, pl. 57b), which show pronounced 
influences from Western атт, The earliest dated 
example of a standing dragon-slaying saint is in a 
wall painting of St Phanourios of 1426-31 in the 
Valsamoncro monastery in Crete, with which 
Angelos was closely associated, according to his 
will (Manousacas 1960 - 61, pp. 146, 149, note 4). 
However, the closest example to the present 
image, a major work of the prolific painter 
Angelos, is the icon of St George in Patmos, 
which is also attributed to him (Chatzidakis 1077, 
no. 24, pl. 26). 
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ANGELOS AKOTANTOS (Й. с. 14257 50) 

Icon with the Virgin Kardiotissa and Child 

"ust hall of fifteenth century 

Egg temper on wood, 121 м сүл, cm 

The Небето Ministry ed Calne, Byrantine and Chronan Масы 
iuda oai ЕМ ieri, noy (М. Батыш! مسستساا‎ siih, 
те ۹ Chambani Rabe ipag. ji iog ЇГ. mne ptr, ЛиЗвелизданте 
Pouasuanou 1чу, ne. d] 

The Virgin دا‎ named in Greck H KAPAIOTHCA, 
Kardionssa. She wears а purple maphorion, a 
dark robe, and a head covering, and holds the 
Christ Child affectionately in her right arm. He is 
turned towards his Mother, with his head turned 
back and both hands stretching out towards her. 
Above are two angels. Towards the bottom of the 
icon, in white lettering, is the signature of the 
painter: XEIP ATTEAOY (Hand of Angelos). ‘This 
is the artist Angelos Akotantos, a documented 
painter in the Cretan city of Gandia in the second 
quarter of the fifteenth century (Vassilaki 1981, 
pp.290 A). Three other signed icons by him are 
preserved in the Byzantine and Christian 
Museum: 51 Theodore (саг. 238), St John the 
Baptist and the Presentation of the Virgin in 

the Temple, all of them reflecting the high 
standard of art in Crete in this period 

( Acheimastou-Potamianou 1998, nos 28, 29), 

The pose of the Christ Child, with minor 
variations, is encountered in two icons, one from 
the late thirteenth century, in the Monastery of 
St Catherine in Sinai, and the other, [rom the 
second half of the fourteenth century, in the 
collection of the Ecumenical Patriarchate in 
Istanbul (New York 2004, no.210,90). Several 
monasteries dedicated to the Virgin Kardiotissa 
are known on Crete in the fifteenth century. This 
iconographic type of the Virgin is found in icons 
up to the eighteenth century (Baltovanni 1994, 
pp. 105- 1t). 

This в an icon of excepuonal quality, and, 
unlike some of the paintings by Angelos, exhibits 
по Western influence from his contact with Italian 
art on the island, but instead follows the traditions 
of the art of Constantinople, which Angelos was 


planning to visit when he drew up 


his will in 1436 


(Manousacas 19606 - 61, p ро IT.) 
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Icon of St John the Theologian 
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This is the back of à bilateral icon which was 
detached during conservation in 1960, The front 
side, which is now a separate icon, shows Christ 
Pantokrator (cat. 241), The icon was cut all around 
из cdges їп order to fit into the intercolumnar 
space of a templon, which was smaller than the 
original, for which it was made. 

St John the Theologian is shown half-length 
slightly turned towards the left. He is holding 


before his breast with both hands an open Gospel- 


book, on which the starting phrase of his Gospel 
John І, 1-2) 18 written: EN AP/XH HN O AOT OC. / 
КАГО ЛОТОС [HIN / ПРОС TON SEON i KAT 
ВЕОС HN ОЛОГОС,/ OYTOC HN / EN АРХН! 
ПРОСТОМ MEOIN. ПАКТА AI AYTOY (eyévrta) 
(In the beginning was the Word, and the Word 
was with God, and the Word was God. The same 
was in the beginning with God. АП things were 


made by him). This phrase from the Gospel makes: 


à direct allusion to the image of Christ shown on 
the front side of the icon. 


“и John the Theologian can be compared with 


two icons of the same saint from a Great Deisis 
composition in the Vatopedi (Thessaloniki 19976, 
no.2.24, pp.go- 1 (E. Tsigaridas) and Chilandan 


(Vocotopoulos 1995, no. 120, p.218) monasteries on 


Mount Athos, both dating from the third quarter 
of the fourteenth century. He is even closer to the 
[resco representation of St John the Theologian 
from the wall decoration of the Pantokrator 
monastery on Athos, of around 1363 (T'sigaridas: 
1978, pl.7; Papamastorakis 1998, fig. 11). 

The faces of Christ and St John the 
Theologian on the Mytilene icons follows the 
same stylistic patterns, There is a difference, 
however: the painter conveys the divine nature 
of Christ in contrast with the earthly character of 
St John the Theologian. This may be one of the 
reasons why the side with St John the Theologian 
was believed to date later (around 1400) than the. 
front side with Christ Pantokrator. This dating is 


not acceptable and both sides should be treated as | 


the work of one painter only and of the same date: 
MARIA VASRILAKI | hb 
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front side of a bilateral icon which 


| his is the "Wi ч Р 
„1 during conservation in 1960. The 


was detachi | 
back side, which is now а separate Icon, shows 


gı John the Theologian (cat. 240). The icon was 
cut all around its edges in order to fit into the 
intercolumnar space of a templon, which was 

iller than the original, for which it was made. 
Christ is shown in frontal pose and hall-length 
holding a closed Gospel-book in his left hand 

aud blessing with his right. He is wearing а deep- 
brown chiton with a wide golden stripe (clavus) an 
the right shoulder and а deep-blue himation. The 
face of Christ, his neck and hands are modelled 

in dark Besh with an abundant use of white thin 
lines, which take the shape of a net. 

The dating of the icon to c. 1370 Во is based 
on its close similarities, iconographic and stylistic, 
to a well-known icon from the Pantokrator 
monastery on Mount Athos now in the State 
Hermitage Museum, St Petersburg (inv. по. 1- 

515, St Petersburg and London 2000, по. В125, 
рр.148- 50 [Y. Piatnitsky]; Papamastorakis 1998, 
pp.43—4). This icon is securely dated in 1363, as it 
is a dedication to the Pantokrator monastery Бу its 
two founders, namely the brothers Alexios, Great 
Stratopedarches and Ioannes, Great Primicerios, 
both of whom were painted on the frame. The 
representation of Christ on another bilateral icon 
still deposited in the Pantokrator monastery with 
Christ Pantokrator on one side and St Athanasios. 
the Athonite on the other and dated с.1363, also 
shows stylistic similarities with the Мушепс ican 
(Papamastorakis 1998, рр.48, 50, figs 20-21, 
Acheimastou-Potanuanou 1998—99, pp.309- 16, 
fig.1). The face of the Virgin on a bilateral icon in. 
Rhodes with the Virgin Hodegetria on one side | 
and St Nicholas on the other (Athens 2000, 6 
pp.418—21 (А. Katsioti]) has employed exactly the 
same stylistic devices in the use of white thin lines 
for lighting the face. This attests to the widespread 
occurrence of a style that could have equally | 
originated from Constantinople or Thessaloniki, 
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The Prophet Elijah 

1180 = roo 14 

Wood, 124 = G25 = 4.5 cm 

Chien ot tae VV rovers iras vej psy ug ود‎ Tigra oa, іі 


The Prophet Elijah is represented half-length 





and slightly turning, His features are those of 

ап ascetic, and his long hair falls down to his 
shoulders. His right hand is held in a gesture of 
blessing, and he holds an open inscribed scroll in 
the left, He wears a chiton and a sheepskin ted at 
the front on the chest with a tight knot. On either 


side of the prophet's shoulders is the inscription: O 


ПРОФНТИС HAIAC (Prophet Elijah). However, 
the dark blue ground on which this is written is 
a later restoration. 

The icon, which is well preserved, has been 
cut down, no doubt to fit a space narrower than 
its original setting. It has suffered only slight 
damage - the wood has been chipped in places 
on the frame, the pigments have flaked in à few 
places and the right shoulder and upper arm 
have been overpainted at a later date. 

On the back is a large cross, on either side 
of the horizontal arm of which are incised the 
following inscriptions (Pelekanidis and Chatzidakis 
1984): түзете) X(gurróz) М(0К(0) Фос) Xigwrrot:) 
Фа во) CTiavgóv) CT. A. TIC Христос) 
Хоу) X(apiter) (Jesus Christ Conquers, Light of 
Christ Shines Everywhere Gross STL...) ГИ...) Рі...) 
Christ Bestows Grace). 

The portrait features, the expression and 
modelling of the face, and the linear rendering of 
the hair and beard connect this icon with works 
dating to the late twelfth century, such as the wall 
paintings in the Church of St Stephen at Kastoria 

(Siomkos 2005, fig. 70) and of the Virgin of Arakos 
in Cyprus (Winfield 2003, fig. 15, Tsigaridas 1986, 
p.110; Livieratou 1999, рр. 76, 77, 114. по, to). 
۶1111118411038 М. TRIGARIDAS 
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Icon with the Koimesis of the Virgin 
Conrrantinople, carly fifteenth century 
Geno on wood, gold leaf, egg tempera, 54 = 4g om 


Thr Fani and Alcorn milin Maram. Ashir, gre n тата 
SELECTED икки. ond) aravê жн, рр. аЙ К. 
Санаа 


The icon has a wide, slightly raised integral frame. 
The central subject is the Koimeis of the Virgin, 
and has many parallels with the early fourteenth 
century mosaic in the Church of the Chora at 
Constantinople (Underwood 1966, pl.320). The 
nchly draped bed upon which the body of the 
Virgin lies forms the honzontal axis of the 
composition; the vertical axis is provided by the 
slender figure of Christ standing behind the bier 
and holding her soul in the form of a swaddled 
infant. The bier, the apex of the mandorla 
surrounding Christ and the inclined figures of 
Peter and Paul at the ends of the bed form an 
imaginary tnangle around which all other figures 
(the Apostles and three hierarchs) are ited. The 
composition is framed by two-staried buildings, 
united by a semicircular wall. Practically the same 
iconography کا‎ to be found on the frame of the 
icon of Nikolaos Ritzos in Sarajevo, painted 


around 1500 (Vocotopoulos 2005, p. 221, fig. п). 

On the four corners of the frame are depicted 
the Embrace of Joachim and Anne (top left), the 
Nativity of the Virgin (top right), the Blessing of 
the Priests (bottom left) and the Presentation of 
the Virgin in the Temple (bottom right). The 
scenes, painted within elaborate architectural 
settings, are traditional in design (Lafontaine- 
Dosogne 1965, pp. 172 - B1). 

On the vertical sides are St Kosmas of 
Maiouma (left) and St John of Damascus (right) 
and on the horizontal sides, the busts of 55 Joseph 
(above: and Theophanes (below). They all have 
scrolls with extracts from their hymns for the 
festival of the Koimesis on 15 August and wear 
monastic garments [John and Joseph wear 
turbans). Several monumental Byzantine 
decorations link these saints with the Коте 
and their texts connect with theological discussion 
in this period which explore biblical prefigurations 
of the Virgin (Baltoyanni 1991, pp. qaf). 

The icon, with its theological interests, ita 
careful design, the naturalistic proportions of the 
hgures, the solid draperies, the bnilliance of the 
colours and the elegantly drawn outlines, can be 
assigned with some certainty to the first quarter of 
the fifteenth century. 
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Reliquary of the Truc Cross 

Constantinople, second hall of the tenth century 

Tempera and geld on board, 25 ж 625 ж 2.5 cm 

Малага Museums, Vaccum Ciny, um та. inf 
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This reliquary, one of the most important finds 
in the Treasury of the Sancta Sanctorum in the 
Lateran, consists of a rectangular casket with 

a sliding lid furnished with а cruciform 
compartment inside with a double arm [crux 
gemma); this "patriarchal" shape was common 

in Jerusalem and other parts of Eastern 
Christendom. It would have contained a prized 
piece of the Cross used at the Crucifixion and 
found in Jerusalem by Helena in the fourth 
century. Several churches in Byzannum claimed 
to possess relics of the "True Cross’. Because of the 
scarcity of such relics, the materials most usually 
employed for these caskets were metals and 
precious stones; however, wooden caskets were. 
not uncommon in the Christian Onent, 
particularly when, аз in the present case, the 
pictorial decoration was accompanied by a 
political or religious message of some sort, 
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Both the interior and exterior surfaces of the 
cover and the compartment of this reliquary аге 
covered in paintings with a gold background; the 
whole scheme comprises a theological programme 
hased on the Byzantine тие for Holy Week. On 
the outside of the lid а Crucifixion depicts Jesus 
on the Cross and conforms to the dictates of 
canonical tradition: blood flows copiously from 
Christ's side, the Cross is erected on the skull of 
Adam at Golgotha and the Sun and the Moon 
are halted in their course by the event. The only 
innovations in the composition are the Virgin's 
mournful embrace of her Son's feet and the 
demonstrative gesture made by 5t John, who 
points to his Gospel. Emotional responses to the 
Crucifixion are expressed also m Byzanune 
homilies at this period (as in the homily for 
Good Friday delivered in (860 by George of 
Nicomedea). The figure of St John, Chrysostom, 
the fourth-century patriarch of Constantinople, 
holds open a Gospel-book with John AV and 
XVII: "The Lord said to his disciples: “This I 
command you, that you love one another,” 

The text 19 used in the church readings for 
Good Fnday, linking the rite, the preaching of 
the saint and the contents of the casket. 

The imagery inside the reliquary celebrates 
the Resurrection: at the top nght the Virgin at 
prayer turns to her Son, depicted as Pantokrator 
on the left, lower down, angels in diaconal robes 
attend on them as dignitaries at a ‘celestial’ court; 
even lower, the inclusion of Peter and Paul alludes 
to the concord between the Byzantine and 
Western churches. Styliste features suggest that 
a date in the mid-tenth century is appropriate for 
these images; schism between the two churches 
did not occur until 1054. 
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Reliquary of the Truc Cross 


Constantinople, eleventh century (central plate); Rhine-Meuse, 


early chineenth century (mount, reverse and Іні) and 
seventeenth century (corner angles), silver gilt, mver, 
copper, тапа enamel, gem stones, wood core, velvet, 
brewn varnish (reverse), total height qo cm (Byzantine plan: 
13 = го cm) 
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The reliquary, known as Martin Le Roy, consists 
of a flat rectangular casket with interior fittings 
and a sliding lid, the traditional form for a 
Byzantine reliquary of the True Cross. However, 
only the embossed silver-gilt plate inside 15 
Byzantine, A small compartment at the centre 
designed to house the relic is now empty; it 
originally had a double-cross bar. Mary and St 
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John, standing at the foot of the cross, and the 
two angels above it, conform to the iconography 
of the Byzantine True Cross reliquary, though 
such a composition was usually reserved for the 
decoration af the lid, not the interior. The 
figure and drapery style is characteristic of 
Constantinople in the tenth and eleventh 
centuries, and very close to eleventh-century 
painting, like the Gospels in the Bibliotheque 
nationale, Paris, gr. 64, a masterpiece of this style, 

attnbuted to the deni century, 

The wooden core, the framework with 
alternating panels of filigree and panels of 
(атма enamel on gilded copper, the reverse 
decorated with foliage in brown varnish, the 
lid wath a large cross of jewelled filigree on a 
background of smooth metal, are all work of a 
Western goldsmith working in the Rhine and 
Meuse region in the early thirteenth century, 
in close relationship with such works as the St- 
Matthias Truce Cross reliquary in Гпег, around 
1220, and the famous Hugo d'Oignies' book- 
binding in Namur, around 1230 (Cologne 1985, 
н 4t, and Cologne 1972, м 6/7). It is very likely 
that the Byzantine plaque is all that remains of 
a True Cross reliquary brought back from the 
Fourth Crusade. The fact that this reliquary was 
designed in imitation of a Byzantine True Cross 
onc, and the care taken to conserve the orginal 
central element did gave a clear indication of 
the prestigious origins of the relic in the eyes of its 
new owners, and must have acted as a guarantee 
of its authenticity. 
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Two-sided icon with the Virgin Hodegetria 
and the Man of Sorrows 

Kastoria, last quarter of twelfth century 

Egg tempera on wood, 115 x 77.5 х 35, cm 
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This double-sided icon from Kastoria had а 
specific liturgical use. It was a processional icon 
made to be used during the Passion service on 
Good Friday. 

The front side has the Virgin and Child in 
the Hodegetria type. She wears а deep-purple 
maphorion with folds in a darker shade, and a 
decp-blue himation, trimmed with two gold 
braids. The Christ Child, likewise in frontal pose, 
wrars an orange chiton and a greyish brown 
himation, He holds in his left hand a closed 
scroll and gives a benediction with his right, In 
the upper part of the icon, rwo venerating angels, 
in bust and in miniature, symrnetrically flank the 
Theotokos. They wear a white chiton and a deep- 
purple himation. The figures are painted on an 
ochre-yellow ground which imitates gold, and 





they are framed by à red band. Silver haloes аге 
also found in wwelfih-century icons from Cyprus 
On the back Christ is shown lifeless and 
naked, with а cross-inscribed halo, in front of the 
Cross against a blue ground. Visible above is the 
inscription: (ВАСИЛЕҮС THC AOZHC (King of 
Glory) and on the right of the vertical arm of the 
Cross are the abbreviations: IC XC (Jesus Christ), 
Christ as the Man of Sorrows or King of Glory 
is à ٧ subject, first found in the e leventh century 
in several media (Pallas 1965, p.201). This is the 
earliest example of it in а processional icon, Tt is 
a startling and emotional icon for showing Christ 
both dead and in glory, and 50 scen at the time 
between the Crucifixion and the Resurrection, 
This moment is symbolically represented in the 
Byzantine liturgy, and is here portrayed for display 
at the annual commemoration of the Crucifixion 
on Good Friday (Pallas 1965, pp.197 and 280-2: 
Belting 1980~ 81, p.5). 
Parallels for the Virgin, whose face looks 
fearful for the future fate of her son, are found 
in late twelfth-century painting, as in the icon 
of the Virgin in the Hermitage (Enkleistra) of 
St Neophytos (¢.1183) in Cyprus (Papageorgiou | 


1991, pl.27). Similarly the linear rendering of , | 
the hair and the beard of Christ appears in late | 
twelfth-century works, such as Christ from the E 


Lamentation in the Church of the 55, Anargyroi 
at Kastoria (c. 1180) (Pelekanidis and Chatzidakis. | 
1984, p.33, pl.12). 
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UMBRIAN ARTIST, (.1250—60 

Diptych with the Virgin and Child and the Man 3 
af Sorrous 


Egg tempera and gold on panel, left wing 32.2 x 22.8 cmi; 
nght wing 32.4 к 22.8 cm 
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This diptych is the earliest surviving Italian | 
example of the Man of Sorrows paired with the 
Virgin and Child, a combination that became 
popular in devotional works throughout Western. 
Europe (Panofsky 1927; Kermer 1967; Belting 
19905; Ridderbos 1998). The Man of Sorrows 
panel, formerly in the Stoclet Collection, was 
initially attributed to Giunta Pisano (Van Marke і 
1929, p.316; Lion-Goldschmidt 1 and | 
а с.1300 Таныг 1949, 


1998, no.a67). Foll g the disco of the Р” 
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than following а single prototype. The same 


pairing appears on the late twelfth-century 
double-sided icon at Kastora (cat. 240). 

The use of art to stimulate affective piety 
was favoured among the orders of friars, often 
employing modified versions of images from the 
Byzantine repertoire (Van Os 1978; Belting 19908; 
Derbes and Хей 2004). The diptych was probably 
produced by an artist with connections to Assisi, 
the Franciscan headquarters, in a Byzantinising 
style found in many works ~ especially crucifixes = 
made for Franciscan houses in Umbria, Епша- 
Romagna and the Marche (Cannon 1999; 
Cannon 2002, рр.576- 8; Bologna 2000, рр.186- 
203). The diptych was well suited to Franciscan 
concerns: in earlier Byzantine images the forearms 
of the Man of Sorrows are not visible, but here 
they are shown crossed, as became common, with 
hands placed unusually high on the chest, a pose 
redolent of prayer gestures and the laying-out of 
the dead, which made visible the wounds recalled. 
in the stigmata of St Francis (although no pigment 
marking the wound in Christ's side is now visible) 
(Хей 1999, pp.87—90). The Virgin's 
loreknowledge of the future suffering of her child 
(prolepsis), indicated by her sorrowful expression 
and gesture, is heightened by the proximity of the 
dead Christ, towards whom she also gestures and. 
inclines her head. The devotee’s close-up view. of 
Christ is made more disturbing by the acti tions of 
the hovering bust-length angels, who: cover ‘their 
eyes to avoid the terrible spectacle here openly 
presented. 
JOANNA CANNON 
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FRANCESCO DA PISA )( (fl. 1298-1301) 4 
Deisis with St Catherine of Alexandria and. 
5 Sylvester 


Second half of thirteenth century : 
Tempera and мынан T Ёй. 





behind the altar, and not а ‘paliotto’ to judge by 
its cusped form - is said to have come from the 
Church of San Silvestro in Pisa. This provenance 
certainly fits with its iconography, presenting 
Sylvester on the left side and, on the opposite side, 
St Catherine, who enjoyed particular popularity 
in this church. The gradual deterioration of the 
painting forced Domenico Fiscali, working around 
1900, to restore the panel, detaching the painted 
surface and transferring it onto à metal framework 
with Gothic arches, Nearly a century later, in 
about 1990, the painted surface had to be 
transferred once again to a panel, Fiscali's metal 
support having rusted and contributed to the 
flaking of the paint. 

These vicissitudes mean that today the sides 
of the panel are best preserved. Scholars are still 
debating its authorship, although a possible 
candidate can be indentified with Francesco 
da Pisa, who realised — according to Alessio 
Monciatti = the figure of Christ in the mosaic 
in the apse of Pisa Cathedral. 

Pisan art in the second half of the thirteenth 
century shows considerable knowledge of 
Byzantium, thanks to the presence of Pisan 
merchants in many Eastern cities having, for 
example, their own quarter in Constantinople. 
There is evidence that Byzantine artists worked 
in Pisa, as they also did in Genoa, Venice and 
other parts of Italy. A similarly shaped panel with 
an extended Deisis can be found in the collection 
of the Holy Monastery of St Catherine, Sinai; in 


this case scholars think that the work was made by 
a Western (‘Veneto-Byzantine’) artist to act as an 


epistyle for a chapel in the monastery used Бу 
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Processional cross with Crucifixion on both sides 


Thirteenth century 
Tempera and gold on poplar wood, 113 = 85 cm 
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This is а striking example of Byzantine 

influence on Western art, with a Crucifixion that 
dramatically emphasises the dead and sagging 
body of Christ. This iconography developed first 


in Byzantium at the beginning of the thirteenth 
century, with a notable version in а wall painting 


at Studenica dating from around 1209. In the 
second half of the century, Cimabue developed 
this emotional imagery still further. The Italian 
versions of the Crucifixion differed from the 
Byzantine ones in having three nails (not four) 


to fix the body to the Cross, and emphasising the 
pain and suffering of Christ. 

The double-sided processional cross is a fairly 
recent discovery. It was in the Church of San 
Paolo a Ripa d'Arno in the second half of the 
nineteenth century and after several moves it was 
deposited in the Museo Civico, Pisa, around 1940. 
At that time the cross was restored and only 
afterwards was it possible to detect that the back 
had been entirely repainted. Before this 
restoration Péleo Bacci assigned the cross to 
Giunta Pisano (or Giunta Pisanus Capitini as he 
signed himself), and this attribution met with 
broad approval (Тосяса, Sandberg, Vavala, 
Longhi), apart from Garrison, who ascribed it to 
the Pisan School between 1260 and 1270. Since 
then, Carli has maintained the attribution to 
Giunta (comparing it with the signed cross from 
the Church of San Катетппа, now also in the 
Museo di San Matteo), Giunta was one of the 
most influential painters in the first half of the 
thirteenth century, and he is known to have signed 
four painted crosses, He was patronised by the 
Franciscans, and he gained an eminent position 
among other artists, similar to that later enjoyed 
by Cimabue and Giotto. 

Recently some scholars have disagreed with 
the traditional attribution: in 1991 Tartuferi 
ascribed the cross to a follower of Giunta, the so- 
called Maestro di San Paolo а Ripa d'Arno, and 
іп 2004 Testi Cristiani considered it the work of 
another pupil of Giunta. 


MABLAGIULLA BUBRESI АМТ LOE CARLETTI 
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Тпргусћ with Virgin and Child enthroned with 
angels and saints 

Мае in kaly, possibly at Rome, Naples or Siena, between с. 
1315 and c да 

Egg tempera with он! on gaso, canvas and wood, painted іп 
red on verso, 39. 7 а 27.9 ст (open) 

Fehlen Lary The hla Cian Coronas (vhs Numa] ТГгим 

rma ames beara га Мит авна Conil i iur “Чайшны Тгин wus 
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This triptych is notable for its مت‎ of 
Byzantine and Italian styles and iconography. It is 
similar in this respect to the Sterbini diptych now 
at Rome, a ітіргуеһ at Messina, and the Virgin 
and Child sent to Cambrai from Rome in 1440 
(Garrison 1949, cats 65, 79-2, 120, 2475 Shorr ый 
1954; рр-94 103; Jääskinen 1971, pp-149- 75; Zeri 
and Cicala 1992, рр.55- б; New York 2004, рр. 
582—4). Some features and the representations of 
55. Kosmas and Damianos, Michael, Nicholas, 
Anthony Abbot, George, Margaret, Theodosia of 


Constantinople and Catherine of Alexandria. point 


to a training in the Eastern Mediterranean 
(Schmidt 2005, fig. 212). But other clements reves 
familiarity with Sienese painting. The г 
representation of the Virgin and Child closely 
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follows that of Duccio's Маска and small 
tabernacles made at Siena in its wake (Stubblebine 
1970, vola, hes 47, 216, 235, 248, 257 - ба, 266). 
One such rriprych apparently belonged to Peter of 
Anjou (brother of King Robert of Naples), who 
lived at Siena between 1414 and 1415 (Maginnis 
2001, p. 148; Schmidt 2005, pp. 242 - 4). Peter had 
another brother, Philip, Prince of Taranto, who 
marned Catherine de Valois Courtenay, titular 
Empress of Constantinople. Perhaps this triptych, 
with из castern versions of Margaret, Theodosia 
and Catherine, was made for this couple (Lock 
1995, pp.66- 7, 360- 1), This might explain the 
choice of SS. Francis, Dominic and Louis of 
Toulouse, the newly canonised brother of Robert, 
Peter and Philip. The same painter may also have 
produced the Sterbini diptych, which includes 

St Lawrence, titular saint of the Franciscan 
church at Naples, Philip, a popular Angevin 
sunt, and St Louis of Toulouse, 

In conclusion, this hybrid triptych was 
probably made by a Greek painter working in 
Italy for the Angevin rulers of the Kingdom of 
Naples (London 1994, p.206; Kosztolnyik 1996, 
рр.249- 54; Acheimastou-Potamianou 1998, 
рр.04- 7: L'Europe тоот, pp. 153-235). 


ВЕВЕССА W. CORRTE 
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Jeon with the Virgin and Child, Church 

Feasts and Saints 

Venice (5, mid-founecnth century 

Egg tempera оп wood, succo, gold glass 43 = 30 «1 cm 
مال مه‎ Міне, ipu agp 
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The central panel shows the Virgin Eleousa 
holding the Christ Child. This ts crowned by 

an arch resting on thin, spiral semi-columns. 
The spandrels of the arch are covered by two 
medallions of the Evangelists Luke and Matthew 
and acanthus leaves at the edges, all of which are 
made іп the gold glass technique (verre ёд от. 
The entire composition 15 surrounded by a 

wide frame divided into twenty rectangular 
compartments, in which ten of the Great Feasts 
alternate with busts of Apostles. 

This icon represents a unique combination of 
different techniques on a single wooden surface: 
ср tempera for the central representation of the 
Virgin and Child and the busts of the Apostles, 
gold glass for the Evangelists on the spandrels and 
relief stucco for the Great Feasts, The techniques 
of gold glass and relief stucco were in use in Italy 
at the time, while egg tempera is the traditional 
technique for icon painting. 

In this panel iconographic and stylistic 
features of Late Byzantine painting are combined 
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with elements drawn from Italian and particularly 
Venetian art. For example, the rendering of the 
Virgin's face with its taut skin, almond-shaped 
eyes, arched eyebrows, her punched halo and 
some features of her dress are all to be found in 
fourteenth-century Venetian painting, especially 
in the work of Paolo Veneziano (Muraro 01 
pp. 116 17, pls 120-1), Technical analysis has 
shown that the priming of the panel was in the 
two-layer gesso technique (gesso grosso and gesso 
sottile) commonly pracused im central and north 
Italy. By contrast, the posture of the Child finds its 
parallel in an icon of the Virgin and Child in the 
Philotheou monastery on Mount Athos, dated to 
the middle of the fourteenth century (Tsigandas 
1992, p.654. pl.355) and the iconography of the 
Great Feasts on the frame is identical with that 

on the silver revetment of an icon of the Virgin 
Hodegetria in Vatopedi monastery on Mount 
Athos, dated to the first decades of the fourteenth 
century (Tagandas and Loverdou- Tsgarida 2006, 
pp. 307 17, figs 234 - 6, 240-7). 

All these elements may suggest that the pancl 

was produced in а Venetian workshop, but by a 
Byzantine painter, who was better acquainted 
with Byzantine than with Venetian traditions. 


MARIA VASSILAX] 
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Icon with Virgin and Child 

Micl-thirteenth cennary 

Tempera and гейі on poplar, ваз x 50-7 cm 

Misco Хагинміс di Зал Matern, Bisa, inv no губ 
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This panel entered the Museo Civico, Pisa, in 
1861 from the Benedictine monastery of San 
Matteo. It may be the panel listed by Marianini as 
а ‘Greco-Pisan’ painting; Lanfredini uses the same 
definition, adding that it is in “very poor condition 
- panel broken’. This break corresponds today 
with a vertical gap dividing the icon in twa. The 
figures are painted on a thick panel with a gilded 
background; the frame projects slightly and is 
carved from the same wood. At the top are the 
abbreviations in Greek of ‘Mother of God", On 
the lower frame traces of the artist's signature 
remain; this has been variously interpreted and 
corresponds more ог less to: *М[лбївт]к [в] out 
VOCATUR F[,..]SINELLUS МЕ rPixxrr'. The name of 
the painter 18 fragmented by the vertical split, but 
no possible completion of the name corresponds 
to any known artist of the time. Perhaps for this 
reason scholars have sought stylistic links in 
diverse geographical locations, predominantly 
around Lucca. Following Garrison, Ragghianti 
identified stylistic features close to those of the 
Масиго delle Oblate, active in the first half of the 
thirteenth century, Carli sees similarities with the 





Madonna di sotto gli Organi (tig.41), venerated in 
Pisa Cathedral and traditionally ascribed to 
Berlinghiero. The origins of this icon are айко 
difficult to determine because of the strong 
Byzantine content in the art of W 


estem Tuscany 
in the thirteenth се 


игу, Carli maintains that this 
icon and the one in the cathedral are both Pisan 
The presence of inscriptions in both Latin and 
Greek seems to confirm these evaluations, placin 
the present work at a crossroad between : 
Byzantium and the West. 


MARIAGIULIA BURWESI AND LORENZO CARLETTI 
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GENTILE BELLINI (d. 1507) 


Cardinal Bessanon and Two Members af the Scuola della 
Canta іп Prayer with the Bessarion Religuary 


Venice, 1422-74 
Egg tempera with gold and silver on panel, 102.3 х 97.9 cm 
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The painting depicts Cardinal Bessarion in 
profile, on the left, kneeling in prayer before 
the Byzantine reliquary of the True Cross 
(Schioppalalba 1767; Fogolari 1922- 23; Frolow 
1961, no.872, pp.553-5, Venice 1994, pp.369— | 
78), which he donated to one of the most ancient | 
Venetian confraternites, the Scuola Grande di 
Santa Maria dei Battuti della Carita, Two 
brothers wearing the insignia and the habits of | 
the Scuola pray on the right. They have been 
identified as the Guardian Grande and the 
Vicario of the Scuola, Ulisse Aliotto and Andrea | 
della Sega, key figures for its acquisition (London 
20054, no.6, p.38). | 
After playing a key role in the Council of 
Ferrara-Florence (1439) که‎ a leader of the pro- | 
Unionists, Johannes Bessarion (Trebizond, 
1399/1400? - Ravenna, 1472), the eminent 
Greck theologian and scholar of prodigious 
literary activity, converted to Catholicism апа | 
was appointed Cardinal of the title of the Twelve 
Holy Apostles. Although twice a candidate for the 
papacy, he made his greatest impact in the West 
as a scholar with vast philosophical erudition, - 
head of an ‘academy’ in Rome and systematic 
manuscript collector, 
. The reliquary was formally donated to the | 
Candin 09 29 August 1463 to mark the |, 
Mrs Section as a member of the Scuola but | 





















LA 


tona Mte Venetian-style metalwork, in the 
confraternity’ Y^ albergo (meeting-room), Bellini’s 


үс commissioned ая tlie door of the 


үи V DER 
Р that housed the precious gilt (two 


«табе : же 
e till visible on the right) and 


p 
1744 (Moschini Marconi 


| as such until 
6, p.192). The picture, just like the 
[length portrait of the Cardinal, 
Bellini too which decorated the 

is stolen іп 6 (Moschini Marconi 
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Venetian rather than the Byzantine history of the 
герцагу a5 well as to the individuals associated 
with it (Cutler 19954, рр-257” 8), 

Bellini, a master 0 portraiture fascinated 

with the legend of the True Cross and eastern 
iconagraphy, depicts Cardinal Bessarion, 
identified by his bulbous nose and long beard, 
in black monastic garments of the Orthodox 
church and the reliquary virtually its actual size. 
However, the sliding lid, a fourteenth-century 
Constantinopolitan (?) Crucifixion icon (New 
York 2004, no.325, рр.549-1) with later silver 
revetments, has not been depicted. 


DIMITRA KOTCOULA 
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Wall mosaic with head of an angel 

Torcello, second half of eleventh century 

Mosc, 31.6 « 24.6 cm 
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This fragment, which has undergone almost no 

repairs, comes from the west wall of Santa Maria 

Assunta, T'orcello, in the Venetian lagoon, The 

wall has a monumental composition of the Last 

Judgment. This fragment belonged in the third 

row fram the top where, on cither side of the 

Deisis, angels! heads appeared behind the seated. 


Apostles, The two arcs of a circle surviving behind 


cach side of the angel's neck correspond to the 
haloes of the two Apostles between whose heads 
the angel emerged. Like a number of other 
fragments from Torcello, the Louvre head was 
removed during the restoration of the west wall 
in the second half of the nineteenth century | 
(Andreescu 1976, 1981, 2004), Some heads were 
taken down and replaced with copies; the copies. 
were later removed in their turn and replaced by 
the original if available. But some of the originals, 
including the Louvre head, were plundered by the 
mosaic workers who had no compunction in 
removing some of the copies as well (Andreescu 
1972 and root) E 
Andreescu has identified various phases in 
the Last Judgment mosaics; the first campaign 
was carried out by a Constantinopolitan workshop 
in the second half of the eleventh century and the 
Louvre head belongs to this campaign. Later 
бриз were carried ош by Italian mosaicists, 


campaigns were carri 








This powerful piece possesses the qualities of 
the finest pieces produced by the workshops of 
Constantinople in the middle and latter half of 
the eleventh century, for example the celebrated 
panel of Constantine IX Monomachus and Zoé 
in St Sophia, or the mosaics at Оар (с, (100) 
and Hosios Loukas, The technique and the 
shading of the colours are similar to those 

used on the angel of the Annunciation on the 
triumphal arch in St Sophia, Kiev, a building 
begun in 1037 with mosaics by Byzantine artists 
of the middle or second half of the eleventh 
century. The angel of Kiev and the angel of 
Torcello are almost contemporary; they illustrate 
the wide geographical area covered by the 
workshops of Constantinople. 


Анна DURAND 
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Wall painting with St Catherine 
1233-4 
Detached fresco, 211 « 67 = 7 cm 
The Helenie Ministry of Culture, Deranüne and Chrianan Мансап. 
FRUVEAANCE. біна, ] uf 5a icles m ibe Cavet Marmiery, Penari 
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The fresco of St Catherine was located on the 
south side of the templon-screen in the north side 
chapel of the Cave Monastery, and identified by 
the inscription H ATIA (AIKAT)EPINA (Mouriki 
1973—74, p.99, рЇ.ххуш). St Catherine is shown 
full length and turned in supplication towards the 
sanctuary. She wears à crown, earrings and 
luxurious imperial raiment, with a gem-studded 
loros and a thorakion as a kind of shield, as befits 
her aristocratic origin. 

This work, which refers to the art of portable 


icons, is appropriate to the votive role of the 


portrait, stressing the eschatological character 


cof the decoration in this funerary chapel. It 


represents a conservative trend in painting, 


characterised by the survival of iconographic and 
stylistic elements of Komnenian tradition (Mouriki 


1973-74, pp-106—7, 110-11, 113). The style echoes 


aesthetic conceptions of the twelfth century 


(Mouriki 1973—74, p. 106; Chatzidakis 2000, p. 


268), showing how artists іп thirteenth-century 


Greece looked back to this period for inspiration 


within a world dominated by Westerners, who 


had taken over the region after the Sack of 


‘Constantinople in 1204. A similar conception in 


painting is found in the north side chapel in the 
narthex of the Church of the Virgin at Studenica 
and in creations of local workshops, such as in а 
group of wall paintings in the Church of 5t Peter 
at Kalyvia Kouvara in Attica (Mounki 1973 74. 
pp.107, 111; Florence 1986, p.50; Chatzidakis 
2000, p.268). 


MENE THEOCHABROPOULOU 
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Funerary cloth with Othon de Grandon and 

the Virgin and Christ 

Cyprus, last quarter of the thirteenth century 

Embroidered taffeta ancl silk, BB « 328 cm 
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Improperly labelled as an 'antependium', this 
embroidered silk was originally meant as à 
funerary cloth, used to embellish the canopied 
tomb of the knight Othon de Grandson (1240— 
1328) in the choir of Lausanne Cathedral. 
Grandson was a prominent local aristocrat, 

who had been involved in the events connected 
to the fall, m r291, of the last Latin stronghold in 
Palestine, the port of Acre, from where he fled to 
Cyprus; he later served as a diplomat for King 
Edward I of England. He is seen here kneeling 
and with jomed hands in the act of recommending 
his soul to the mediation of the Virgin Mary, wha 
sits оп a throne with Christ on her left arm and 

is flanked by two censing angels. 

On technical grounds the silk is 

characterised by an extensive use of a gilded silver 
thread, whereas its stylistic, iconographic and 
compositional features are essentially borrowed 
from Byzantine tradition, although combined with 
minor details of Western origins, such as the 
representation of the kneeling donor and his coat- 
of-arms. Such unusual features have encouraged 
scholars to recognise this item as one of the de 
luxe textiles exported from Cyprus throughout 
Europe in the late Middle Ages, and recorded by 
cathedral inventories in Western countries as 
works of opus Cyprense. The only other example 
of a medieval Cypnot textile that has been 
recognised by scholars is the large embroidered 
antependium offered to Pisa Cathedral in 1325 by 
the Latin archbishop of Nicosia, John of Conti, 
currently in the Museo dell'Opera del Duomo in 
Pisa. That textile, displaying an essentially Gothic 
imagery interspersed with quotations from 
Byzantine iconography, points to the wealth of 
models on which Cypriot artists were able to draw 
for inspiration in order to satisfy their Latin and 
Greek patrons. 


MICHELE BACCH 
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Glazed bowl with a representation 

of a hsh 

Cyprus, Paphos region, first half of the thirteenth century 
Clay, lead-glaze, height 9.3 cm; diameter 17 спі; 
diameter of base 6,8 сти 

іра! Museum, Nicosia, ілі тп а зиме ата‏ مسل سوا 

LECTED патакі. ТГчарнанайоја» akir на, ته‎ фи, рс 


Те ceramic fabric is red and rather rough and 
hard, The vase has a carinated body and a foot 
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with upward-turned пае base, The body has 
slightly curing walls that form an angle with the 
мга и nm. Incised on the coat of white slip on 
the inside surface is an impressive large fish, Its 
bady іе curved; in hine with the edge of the 
bottom, and it has а forked wal, The head, which 
follows on frem the body, ends in 57 
mouthparts and has one large, wide-open eye. 

A spiralling lime denotes the scales on the body, 
Incised in the held is a fusiform or spindle-like 
motif with cross-hatching. The craftsperson's skill 
in fitting the Agure of dhe fish imo the circular 
surface of the bottom of the bowl is particularly 
noteworthy. Brownish-yellow and green brush 
strokes enliven the ца о decoration, 

Fish are frequently found as decorative 
subjects on Byzantine vases, particularly those of 
the Middle Byzantine period. Some of the best- 
known vases with Периспопз of fish were those 


that were part of the cargo of a ship that sank off 


the island of Castellorizo in the carly thinteenth 
century (Philotheou and Michaslidou 1986. 
Around the ourside of the bowl there аге slip- 
painted wavy and spiralling lines. The inside 
о the bowl has a green-tinged glaze, while 

the outside has a yellow glaze. 

Features such as the texture of the ceramic 
fabric and its shape and decoration indicate 
that Пих vase is а product of the Paphos 
workshops in south-western Cyprus. 
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Glazed bowl with a representation of a falconer 


Cyprus, Lapithos region, carly fifteenth century 
Clay, Ісай glaze, height о. В om; diameter 13.8 cmn; diameter 
«М Leer 7.3 cm 


Leve 11 شم‎ МЛ سه‎ Миша. mı. тип. в مو‎ най 

LECT атавы لسا سېا‎ Thakurani т, تدع .دمص‎ 

The ceramic fabric is ochre brown and rather 
fine-grained. The vase is of carinated shape, 
having a raised foot with Haring ong base, and 
a body with curving sides forming an angle with 
the hugh мган и rim. Represented in fine agraffito 
on the white slip coaung both the inside and the 
outside is а falconer with his falcon. He turns 
slightly towards the bird and wears a long cloak 
down to his knees. His hands are not visible 

but are implied beneath his cloak, which ts 
decorated with alternating wavy and straight 
lines. The figure has short curly hair and large 
eyes. Inscribed in the field behind him is a volute 
guilloche. Around the inside face of the rim runs 
а narrow band with a wavy linc, and the outside 
surface is covered by a wide band with double 
guilloche and convoluted hatching in the 
interstices. Alternating yellow and green brush 
strokes variegate the кте оз decoration. Features 
of the clay and the Бо в shape and decoration 
mean that the bowl can be atinibuted to the 
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workshops at Lapithos, in the foothills of the 
Pentadakeylos mountain range in northern 
Cyprus, 

Hunting with birds of prey was a particularly 
popular sport in the Middle Ages. From 
information gleaned mainly from the texts of 
travellers, it seems that in the Medieval Kingdom 
of Cyprus (191 1489) kings, courtiers and nobles 
kept and trained falcons for hunting. Scenes of 
hunting with falcons are not rare as decoration on 
Byzantine ceramics. One of the very well-known 
examples کا‎ а lalconer on à vase in the Mendes 
Collection, which ts dated to the thirteenth 
century (Papanikola-Bakirtzi 1980, по. 1), 
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Capital with angels 


Папе cemun 
Markle, 29.4 x که‎ x 25.7 cm; diameter of base 21 cm 


The Frere Мітінінұ له‎ Cure, гард Ер ган of yamine Aniani 
Cun САДЫ dii Quar مل‎ 

анта ви мами. Тгийтара n/d, pos, үй. dro 

On this white marble column capital (intact with 
one side unworked) are represented in high relief 
three full-boched angels with outspread wings. 
Each wears a short, sleeved chiton tied at the 
wasi. The angel on the front holds two laurel 
wreaths in raised hands, while the angels on the 
two sides each hold a cross. In the spaces between 
them are filling mouls of acanthus leaves, 

The decoration of column capitals with 
heures in bust, on three or even all four sides is 
encountered in Byzantine sculptural works, 
mainly from Constantinople, dunng the thirteenth 
and fourteenth centuries (New York 2004, nos 50, 
54, 55). However, on the column capital from 
Thebes, the rendering of the standing figures in 
vivid contrapposto, as И rotating, with the right leg 
te the fore and the left flexed towards the back, 
the luxunant wavy hair hanging freely on both 
shoulders, and the deep soft drapery of the 
garments, reveal a pronounced Westernising 
disposition and suggest an attribution to а 
workshop familiar with Western models. This 
phenomenon is observed both in paintings and 
in sculptures produced in the period of Latin rule. 
In analogous style are the ciborium arches with 
scenes from the Christological cycle (thirteenth 
century), which were found їп Athens and arc 
now housed in the Byzantine and Christian 
Museum (Papadopoulou 2002, figs 171, 173, 174), 
and the two arches adorning the north and the 
west vault of the Paregoritissa church іп Arta 
(1204-96) (Papadopoulou 2002, figs 171, 174, 174). 

On the basis of the stylistic similarities 
between these three works, the capital can be 
dated ما‎ the thirteenth century, the early period af 
Latin rule in Thebes, This sculpted architectural 
clement, a random find in the modern Church of 


Jenmsalem, © (31-43 


































St George, decorated a church that was possibly 


Nor, д 
residem of the city, whose aesthetic preferences 


renovated in this period by a Latin do 


were adopted by the marble-carver, 
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The Melisende Psalter covers 


Ivory, 22 ж ужо сі, saber ан slk, 21.5X 4.5 cm 


1177 Bona: Library, Londen, ЇГ цн tis 

PECES aag puis Нь Міні іңір Ahn rn gd Ierusalem | iîi - гий, ee 
uer Vorne iiny 281, abla بک لا‎ Гавал, Bethany, Frere Рота Шашма), іше 
fer Wiii ır 7٠ чи, памагу, Инт Савагайг Carine Ситт е Пе Анч! 
Роман! ханаж, г 18 үл, Бенд агыз علض لا‎ (аль ІА, фане ait 
ШЕГІ EDIT ile, (aster amd Figs سوه د عا‎ Ёс га а інін Маған Ің- ihr Пенов M aml 


аныкы, wantilan Dri 
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Bai Ыы qon тов ERA 5“ 
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Surviving medieval ‘treasure’ bindings designed 
to embellish luxury books are extremely rare. 
These remarkable ivory covers and spine panel 
of embroidery appear to have been made for 

а psalter intended for Melisende (105-61), 
queen of the Crusader kingdom of Jerusalem, 
Entries in the psalter’s calendar recording the 
death of Melisende’s father, King Baldwin II 
(d. 1131), the third king of Jerusalem, and her 
husband, Fulk of Anjou (d. 1143), show her 
connection with the book and its probable date. 

The delicate silk panel used to adorn the - 
spine 15 decorated with small patterned crosses 
embroidered with silver and silk thread on a 
monochrome white textile. In materials and 
technique it is typical of twelfth-century 
Byzantine embroidery, 

The ivory covers are elaborately carved, and | 
include sophisticated iconography relating to the - 
contents and the owner of the manuscript. The 
upper cover includes six scenes from the life of — — 
David, who in the medieval period was considered. 
to be the author of the Psalms. In the centre of the 4 
panel David prepares to fling a stone at Goliath, لب‎ 
and then receives Goliath’s sword from the prani 
Abimelech. Interwoven between the six < 
medallions are struggles between personifications 
of virtues and vices. For example, just below the о 
Goliath episode Fortitudo (Fortitude) in armour, 
drives his spear through Агана (Avarice). 

On the lower ivory cover a king carries oul 
the Six Corporal Works of Mercy listed in 
Matthew xxv, 35—36, apparently the earliest 
representation of these acts in Christian art. In thé 
lowest pair of medallions the king visits a sick man 
sitting up in bed and a prisoner with stocks on his 
arms and legs. In each scene the king is attired in | 
a different type of i impenal Byzantine costume, — 


indicative of the many cross-cultural currents 
present in this ex 


its covers. 
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[he Four Gospels, folio 55! 

ги trainning of the 111117111111 century 
шерін 


хура! 
ын ari битга, 33.5 а 5 СІП 


gie ги! 14 
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«sumptuous bilingual edition of the four 
produced in Constantinople at the end 
чий century, is remarkable on 


Пи 
ta и 15 els A 


of the thirte 
than one score. It is one of the few Late 


ee versions of the Gospels to be illustrated 
iliroughout: in addition to the portraits of the four 
Evangelists, сас h oc cupying a whole page, the text 
al the Gospels is illustrated with 22 maniatures and 
there are а further 30 miniatures which are either 
unfinished or whose execution has been prepared 
by the drawing of a [rame which has never been 
filled. The incompleteness of the illustranon 
aflords a glimpse of i he varicus stages in the work 
af the artists, from the sketching in of the outline 
of the miniature to the final coat of paint, taking 
im the working drawing and the application of 
gold leal. The presentation of the text is no less 
original. It is arranged over two columns: the left- 
hand column, the wider of the two, is reserved for 
the Greck text; the right-hand column contains 
the Latin translation but is incomplete - the whole 
of St Luke's Gospel and part of St John's Gospel 
are missing, Four colours have been used for the 
writing of the text: light red for narrative, dark red 
for the words of Christ, blue for quotations from 
the Old Testament and the words of Christ's. 
disciples, dark brown for the works of the 
Pharisees, Judas and others, This highly original 
system has not, however, been applied coherently 
throughout the whole text. The backward-looking 
Greck writing, characteristic of the first decades of 
the dynasty of the Palaiologoi, shows that the 
manuscript was copied in Constantinople; it was 
undoubtedly intended for a high-ranking person 
of Latin origin. 

CHRISTLAN PORSTEL 
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Missal with Crucifixion, folio 1910 

Varchmeni, 32 » 24 cm سخ‎ 

p و وميس‎ 
А С Pa sent ps писа m mega oes, ма рр 100-7 


The gig miniature with the Crucifixion 
(fol. тото) follows the Byzantine | formula ofa 
slumped, dead Christ which was incorporated into 
Italian art by Giunta Pisano (cat 240) bk it 
dive fi tium. by accepting enew 
ӨВ) iconography of three rather 
than four nails for affixing Christ to the Cross. 
The artist has. acquired. a knowledge of Byzantine 





art which is now known to us through the 
thirteenth-century wall paintings of the Balkans, 
such as these in Milesevo and Sopocani; he also 
knows the work of northern Italian art of the same 
period, and was presumably trained there before 
he travelled to the Бая, The Latin script of the 
missal is written by a French hand, and other 
miniatures in the book (angels adoring the bust of 
Christ in à clypeus, four Initials with the Nativity, 
Kesurrection, and two scenes of the Eucharistic 
liturgy) may have been done also by other 
illuminators within the same workshop. 
The Perugia Missal was the pivotal evidence 
in Buchthal's revisionist study of “Crusader Art’ 
іп 1957, аз of all the manuscripts that he wanted to 
attribute to Western artists working in the Holy 
Land this was the only one with a documentary 
clue: the calendar entry for 4 July, "Dedicatio 
ecclesie acconensis', a clear indication that the 
manuscript was intended for use in a church at 
Acre (Akko). The manuscript reveals the 
composite nature of art in Acre, capital of the 
Crusader kingdom of Jerusalem (or kingdom of 
Acre), after that city was lost in 1187 and until it 
too fell to the Arabs in 1291. A feature of this 
manuscript and others produced in the city were 
their interweaving of traditions from East and 
West. Striking similarities between this Bible and 
the St Francis frescoes in the Kalenderhane Cami 


in Constantinople (shortly before 1261) testify 


significantly to the broad geography of this 
‘language’ which, on one side undoubtedly 
echoes specific Western areas, on the other 


side cannot be singled out with ‘attributions’ to 


masters active in France or in the Venetian arca. 

The presence of the missal in Perugia has 
been plausibly credited to the titular Patriarch 
of Jerusalem or to the Canons of the Holy 
Sepulchre: in the carly fourteenth century the 
Canons moved from Barletta to Perugia. 
VALENTINO PAGE 
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GERMAN ARTIST (1), THIRTEENTH CENTURY 


Leaf from a model book, showing Christ and 


Zacchaeus, and St Theodore and St George 
‘Silverpoint and sepia with red ink on vellum, 36 ж 23 cm 


Sicht е. Мает Ева, | وس‎ um سلا‎ 
ОД 

Мали. dixvted وا‎ Чу doce атат ай د‎ muere ра semet Fel 
of ها روا‎ the Freiburg i 
دس‎ LICE ETI 
BP Fel мет тн нд тэл ТР Fols smog ч иы тл], 
"The upper half shows Christ and Zacchaeus, 
as narrated by the Gospel of St Luke (хіх, 1-10). 
Upon Christ's entrance to Jericho the tax collector 
Zacchaeus climbed up a sycamore tree to get a 
better view. Zacchaeus is on top of a tree and 
Christ is talking to him, The Apostle Peter is 
following Christ and a second Apostle after him, 


of whom only а finger has remained, close to 
Peter's shoulder, The scene is drawn in silverpoint 
and the top of the tree has а greenish wash. Fol. та 
describes the scene ast ubi Zaechaeus in arbore 
(where Zacchaeus was in a tree), 

The lower half of the leaf shows two military 
saints оп horseback. An inseription above the halo 
of the night saint reads: Theodorus and a second 
inscription above the halo of the left saint reads: 
consodalis (companion). The name of this second 
saint is not specified in the index of fol. ia, in 
which the scene is described ая: Theodorus 
equitans cum alio (Theodore nding with another). 
This saint has been identified as St George on 
the basis of his physiognomy and on the fact 
that St Theodere's companion saint is usually St 
George. This scene is drawn in sepia with red ink. 

The drawing with Christ and Zacchaeus 
probably copies a miniature, but most likely an 
icon was the model for the scene on the lower 
half St George of this drawing has been 
compared with the same saint on the British 
Museum icon (иту. по. 1984.6-1.1), which 15 
believed to have been painted by а Crusader 
artist, most possibly French (Folda in New York 
1997, p.482; for the icon see most recently 
Cormack 20074, pp.69 - 83, figs 41—3, and Folda 
2007). А similar representation of the two saints 
is to be found їп an icon at Sinai dated c 1260 
(New York 2004, по. 241, p.376 [J. Falda], Folda 
2007, hig.8.2). 

As one of the three surviving leaves (fol. 1a) 
of this manuscript contains an index of 78 scenes 
from the Bible and lives of saints, it can be 
suggested that these leaves belong to a book af 
drawings mace by an itinerant artist. 

МАНГА Ч. АяЗ11-4К1 
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Commentary on Genesis with drawing of Christ, 
folio 1552 


Cyprin (7), enp- 1225; Deen ly century 


Paint премина вени 

Tha Prosim arl slm ad а Teel ma k y 

халлаггар eee وسوا‎ ng derer sr NI viet Qut nd "қ 
د لس‎ баз түрүү Hurin ږو ې ومو مر‎ 


This manuscript has a long history. It was 
originally produced in the first half of the eleventh: 
century to include the Commentary of St John 
Chrysostom on Genesis [homilies 31-67) and had 
по illustrations but simple headbands at the 
beginning of each homily, In the late twelfth and 
the beginning of the thirteenth century 145 
drawings were added in the margins by several 
artists (112 drawings are preserved). In the fifteenth 
century the manuscript was in the hands of a 
certain Michael Frangopoulos; it seems to have 

Oxford by the late sixteenth century.‏ سه 

Hutter has suggested that the addition of the 
marginal drawings transformed it into а 'model 
book’ for use by artists in a workshop. The 
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drawings show single figures of saints, of Christ 
and of the Virgin, and they seem to сору Cypriot 
wall pamtings and icons. Folio 155v, which shows 
the bust of Christ in frontal pose, blessing and 
holding a scroll, has been compared with the 
thirteenth-century icon of Christ from the Church 
of the Virgin at Moutoullas (Hutter 1999, figs 28 - 
9). The almond-shaped, rolling eyes of Christ in 
both the icon and the drawing are a Westem 
feature and reflect historical circumstances and 
the presence of Westerners - Cyprus was ruled by 
the Lusignan dynasty from 1101, According to 
Hutter, whe has distinguished the hand of three 
artists in these drawings, Christ on folia 155v was 
produced by painter €, whom she considers 
slightly later in date than painters А and B. 

The drawings in the margins of the 
manuscript certainly give evidence of painters 
practising their skills by copying single 
representations of saints, This does not mean 
that и was à systematic reference set of models 
for other artists, but may simply show that the 
manuscript was considered handy for usc as 
a sketchbook. 


МАША ҮЛЗЗП-АКІ 
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The doors of the Church of San Salvatore 
de Birecto, Atrani 
1087 
Brass, 333 » 184 ст 
Church of San Зайлигих de^ Burch, Airani 
queue ci uei ها‎ 
fungelucci нуйЯ, Polacco 1908, lanbi лыу) 
Today installed at the entrance of the Church 
of San Salvatore de Birecto in the small town of 
Atrani, near Amalh, these doors were 57 
planned for San Sebastiano dei Mangani (an 
intriguing allusion to а Constantinopolitan site) in 
the same town. A Latin inscription informs us that 
Pantaleon, son of Pantaleon Viarecta, ordered the 
doors for the salvation of his soul in 1087. The 
doors have four silver-inlaid panels with images 
of Christ and the Virgin interceding, St Pantaleon, 
protector of the donor, and St Sebastian, titular 
saint of the church, for which the doors were 
originally commissioned. These four panels are 
centred within a field of foliate crosses. The doors 
should correctly be described as brass, and not 
bronze, since their main components are copper 
and zinc, with a small quantity of lead and tin 
(ап alloy known as aunealehum in Latin, since it 
closely resembles gold), Plates made of silver were 
inserted into the faces and hands of the figures, 
and niello was used to highlight the design and 
the drapery, and cinnabar for the shoes of the 
Virgin and the inscriptions. 

The programme substantially repeats that 
found on the doors of the Cathedral at Amalfi 
of 1065, the first of this type and the forerunner 
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of a number of other doors in South Italy and 
Venice. They are the model for the Atrani doors, 
with Christ and the interceding Virgin, plus the 
patron St Andrew and St Peter. However the 
Atrani doors have some slight but significant 
modificanons. The position of the Virgin, to the 
right of Christ, is more in line with traditional 
iconography of the Deisis, even if the image of 
Christ has a triumphal overtone, with his raised 
hand, Unlike the doors in Amalfi and elsewhere, 
the standing figures are here placed against a plain 
background, undoubtedly in imitation of the solid, 
plain surfaces of gold that were largely used in 
Byzantium. The image of St Sebastian in military 
garb fits his usual iconography, while the medical 
saint St Pantaleon, ts oddly presented as а bishop 
with an omophonon. This suggests that the 
inscriptions were added later, and that 

Pantaleon only became the patron after the 
doors were mace and adapted a different saint 

to be his own patron saint, 

Despite some roughness of design, it can 
hardly be doubted that the doors were produced 
in Constantinople, although this has been 
questioned. For such à commission, a patron from 
the Amalfi region could have easily turned to 
Constantinople, where the Amalfitani had a well- 
established colony, and where the Amalfi doors 
were made some twenty years earlier. 


VALENTINO PACE 
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Embroidered icon with the miracle of the 
Haodegetria 

Moscow (2), 149 (2) 

Taffeta and damask, embroidered with gold and silver threads, 
051 кой ст 

Saar. Наденъсай Мағына, Месия (15454 هه ساعل‎ гар 

۲٢ ٨7:04 аси: from е сойесцик of M. اَم مان‎ then of р Shehukim, esed 
the Sinir Hatori Минчип, гїнє, in مو‎ 

чаллэггүй RITUHEXIEX Cecrphana nyy) Майамуга ۱۶١ fei ау - В Exuresü ін, 
page E Frei ДЫ so. prio ممو‎ ali. 1 эх ыны, рр 306-321; New Үлгі 
ao, киз. ир, рр. 3-3 Й. Блесна), Dickow ахын 

We see not merely a procession but the famous 
‘Tuesday miraculous performance of the 
Hodegetria icon, which took place in 
Constantinople from the twelfth century tà 

1453. In the centre, аз in other depictions of this 
miracle, is an icon-bearer, stretching out his 
hands and carrying the heavy panel effortlessly, 
This is the miracle of the metamorphosis of the 
icon into a weightless image, which glided around 
the crowded square in front of the Hodegon 
monastery every Tuesday morning (Lidov 2004). 
The bearer and those around him wear the red 
garments of the confraternity of the Hodegetria 
icon, who alone could perform the Tuesday 
miracle. 


‘The paradox of this Russian embroidery 
is that the miracle seems to take place not in 
Constantinople (by this date under Ottoman 
control), but in Moscow and in the presence of 
members of the princely family and of 


the Russia 
: дз 14 ar 
Church (Sceplana 1954). The three 


men in crown. 
shaped caps have been identified as the Grand 
Prince Ivan 111, his коп Vassili and his young 
grandson Dimitri. Only two of the three, Prince 
Ivan and his grandson, are depicted with a 
nimbus - a sign of royal status, This detail helps 
to date the textile to 1498, when the coronation 
of Dimitri took place (Еузесуа 1990). The 
iconography suggests a Muscovite performance 
of the ‘Tuesday miracle, unknown from any 
other sources, maybe to support Russia's claim 
to be the successor to the Byzantine Empire 
after its fall in 1453 (Lidov 2006). 

Perhaps the embroidery, designed to act as 
a cloth hanging beneath an icon (podea in Greek, 
podvesnaia pelena in Russian), adorned a replica 
of the Hodegetria icon of Constantinople, and 
was venerated in the Ascension Convent of the 
Kremlin in Moscow, One attribution of the 
embroidery 15 to the Kremlin workshop of the 
Grand Princess Helena Voloshanka (Maiasova 
1971). Both the Moscow attribution and the 
dating are controversial (Preobrazhenskii 2003). 
ALEXEI Loy 
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Embroidered image of 8t George 


Moldavia, 1500 

Gold, silver and silk threads on red silk, transferred to 

red velvet, 125 ж 97 cm 

Майгапаі вілі апрану اول‎ Ма хє 

канала: рган] ما‎ the Mlonariery of fa George ина Zopaphani, Mouni | 
ыйыт, 150 © ot; confiacabred by Freh soldiers ander the статнага of General 
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pp ra el; Тпене 1996, na Ge, рр 54 5, 196 and ووو‎ (А. Plianescu), New York 
Taáunescu Йегет ны, гит. 15, рў (А. Planes 


Kho wey 
It was probably the Bulgarian-born metropolitan 
of Suceava Theoktistos (d. 1478) who prompted 
Prince Stephen the Great (1457-1504) to 7۷ 
the Bulgarian monastery of $t George (called 
Zographou) on Mount Athos. In 1466 the 
Moldavian ruler granted the monastery an 
annuity and subsequently furnished it with a new 
hospital and refectory (Nasturel 1986, pp.183793;. | 
Marinescu and Merzimekis 2004), Neither 
building stands today and many of Stephen's | 
smaller gifts, for example two liturgical fans (New | 
York 2004, no. ба, рр.132-3) and an illuminated. 
Gospel-book (Vienna 2003, no. VLs, pp.362- 7), 


1 
4 





are scattered abroad, 

The Slavonic inscription on this textile 
suggests that it was made special y for a ў 
foundation dedicated to St George: Сана 
and victorious great George, quick intercessor 
and kindly helper in troubles and misfortunes; 





kable jays [vie] to people in sorrow, accept 
15 ПЪН 1 | 
ч is entreaty of your humble servant 


٨ also и 


тап! e : Е 

і | John Stephen, by God's grace Prince of the 
Lore, 49; ' : i 
wd of Moldavia, Preserve him from harm in this 
all 


oc and in the future through the prayers of those 
Ww nerate thee, so that we may glorily thee 
forever: 2 Originally, the embroidery must have 
been an ecclesiastice banner (labara) or à hanging 
podea) beneath a painted icon in the main 
Zographou church (compare REK, vol.5, cols 809- 
каў; Ву 1898, the monks kept it in their pilgrim 
guestroom farchondarikion) and considered it the 
handiwork of Prince Stephen's daughter Helena 
icompare New York 2004, n0.195, pp.322- 3). 
&t George is usually depicted in East Christian 

art either standing or on horseback (Walter 2003, 
рр.123- 34). Images of him enthroned are гаге 

and must have originated in the Late Byzantine 
period (Philes 1855-757. no. 266, val.t, p.119). 
Scveral examples of this composition are 

known from Moldavia (Sabados 2004- 05). 
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Mosaic panel of St Stephen 

c пов- 13 

Mosaic, gold, glass and stone tesserae on plaster, 


233 а 134 x 11 спі 
scribed: О АГС) CTESIANOC (St Stephen) 


м Saphi of Kiev, Natonal camera Ana 
а E reng دد د‎ аре с 
ireren вагевемска Lasares 106, pp] 14. New Усёй ууу, үр وواه‎ 
St Stephen is shown dressed as a deacon in a 
white sticharion with gold collar and hem, and 
огапоп over the left shoulder. He holds a gold 
and jewelled censer in his right hand; in his left 
hand, shielded by a red cloth, he holds a round 
box (pyxis). The background is gold, but he stands 
on a green ground with a strip of yellow above. 
Deacons, whose role is to assist priests in the 
liturgy, use censers to venerate Christ, the Mother 
of God and the saints depicted within the church 
and to expel evil spirits from the building. It has 
been suggested that the box Stephen holds 
contains bread for the Eucharist, as another job 
of deacons was to bring this to the altar, However, 
this would be a very unusual receptacle for 
Eucharistic bread, and it is also plausible that 
the box was an incense box used to replenish 
کا‎ НЭХ په‎ 

The fragment is onc of several salvaged from | 
the Cathedral of St Michael of the Golden Domes 
in Kiev, which was destroyed in 1934- A few 
experts from the Mosaic Section of the Academy 
of Sciences in Leningrad (St Petersburg) and these 
are now housed їп the Cathedral of St Sophia, 
Kiev, and the Tretyakov Gallery, Moscow. Other 
surviving fragments include, most spectacularly, 
the Communion of the Apostles, where Christ and 
accompanying angels ойег bread and wine to the 


Apostles, The mosaic of Stephen himself was 
originally located on the north face of the south 
pier facing the sanctuary. In addition to his role 
in the liturgy, his depiction here may relate to his 
importance as the first martyr and to the supposed 
arrival in Rus’ of the relic of his arm in the late 
eleventh or carly twelfth century, 

The Cathedral of St Michael was founded 
on ١١ July 1108 by the Kievan prince Sviatopolk 
Tziaslavych and must have been completed before 
Арп mig, when he was buried there. The title 
‘Golden Domes’ suggests that no expense was 
spared in building and decorating the cathedral. 
The exterior domes were gilded; inside the church 
was filled with mosaic in the central apse and, 
probably, the central dome, while the walls 
were covered with frescoes. 


LIZ JAMES 
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Fresco copy from the King’s Church, 

Studenica monastery, with patrons and saints 
1314 (copied by Svetisiay Mandic, 20 January 1964) 
Tempera on canvas, 218 к 180 cm 

Sere ць ВИ agir, Raddi мет‏ سه 

This section of the fresco decoration of the south 
wall of a chapel dedicated to SS. Joachim and 
Anna, parents of the Virgin Mary, represents the 
sponsorship and endowment of the church hy 
King Stefan Urol II Milutin in honour of the 
Enthroned Christ. King Stefan, who was born 
in 1253 and ruled Serbia from 1282 to 1321, 18 
shown with his fourth wife Queen Simonida, 
daughter of Andronikos II Palaiologos (1282- 
1328). His marriage to this Byzantine princess 

in 1299 was a diplomatic success in pacifying the 
Balkans and tensions between Byzantium and 


Serbia аза result of his aggressive campaigns into 


disputed territories. 

The imagery shows the appropriation of 
Byzantine models by the Serbian rulers: the king 
holds a model of the church, a formula often 
found in Byzantine church decorations, and 
both wear Byzantine-style royal vestments. An 
inscription identifies Simonida as ‘Simonida, by 
God's mercy, queen of Komnina Palaiologina'. 


She is painted with a flat, oval face with high 


arched eyebrows and a small nose and mouth. 
This is a formula for conveying the idea of 

elegance and royalty in painted portraits of the 
twelfth century in Byzantium, This portrait of 


King Stefan Milutin is one of fourteen found in 


the Balkans and painted in his lifetime. The 
inscriprion reads: “Stefan Uros, by God's mercy, 
our king and autoerator of all Serbian lands 
and seas.’ St Anna holds a small figure of the 
Virgin Mary. 


подам 4 


7 -۱ 
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Fresco copy from Sopoćani monastery with 
King Stefan Ure’ I and Prince Dragutin, the 
Virgin and Child 

Third quarter of the thirteenth century (copied by Caslav 
Colié, 20 December 1987] 

Tempera on canvas, 138 ж 450 cm 

Samal Mem, бата”, imc ni 112 

паа وليب نادو‎ s З айы аша ШИ... 
This fresco decorated the grand mid-thirteenth- 
century Monastery of Sopocam (which later 
became 3 cathedral). It was in the narthex on the 
cast wall to the right of the main entrance door 
into the church. It represents the Serbian King 
Stefan Urol [ presenting his eldest son Stefan 
Dragutin to the Virgin enthroned with Christ. 
On the cast part of the south wall of the narthex 
and so adjoining this panel were paintings of 5 
wife Queen Helena and their second son, the 
future Stefan Uros П Milutin, 

Stefan Urol I was the youngest son of Stefan 
and Anna, the daughter of Еппсо Dandolo, Doge 
of Venice. He was King of Serbia from 1243 to 
1276. His wife was either an Angevin princess 
or perhaps a daughter of a Latin emperor of 
Constanunople. 

Stefan was ousted by his son Dragutin (1276- 
82). and died at Sopocani in 1277. Dragutin ruled 
until 1282, when his brother Milutin became king 
(ser cat. 540). This portrait was made in happier 
umes for Stefan, when he was grooming his elder 
son for the succession. Both wear Byzantine-style 
imperial robes and insignia. 


BOJAN POPÜYD 


271.174 
Enamel plaques with St John the Baptist and the 
Archangels Michael and Gabriel 
Constantinople (7), second half of the eleventh century 
Cloisonne enamel and gold, 5.9 = 5.5 cm; 5-8 x 5.3 cm; 
5H*53cm 53»53cm 
Mammal Мата, сіты”, iere rum imt. жим, ,یغه‎ ar] 
سر‎ пара Na su есте Фи 
These enamel plaques are known to have 
decorated the sixteenth-century cover of the 
thirteenth-century manuscript of the Four Gospels 
of the Bulgarian King George Terter in the 
monastery of Chilandari on Mount Athos. The 
topmost gold sheet of each has been cut out to 
make a contour of the figure, while the lower 
embossed sheet makes a receptacle, in which strips 
form. cells for the enamels, Most of the colours are 
opaque, but one green is transparent. 
We do not know how many pieces formed the 
original set of enamels, Stylistically, comparison 
with the crown of Constantine ІХ Monomachos . 
(1042—55) and the holy crown of Hungary (1074— 
77), both now in Budapest, reveals that they | 
belong to the eleventh century (not later than | 
(52 
449 
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the pozos). The paleography on the enamel 
plaques is similar to the inscriptions on the 
Hungarian crown. I may be assumed that the 
ornamental enamel was part of the original 
amcomplete | set 

Constantinople was the key place for the 
тата асите of such enamels. The pieces mas 
have reached Chilandan ах а mh from а 
Byzantine ог Serbian ruler or church dignitary 


ALTRAANDEA NOTI ях 711 JEA 11 МЕНТХ5Ь! 
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Bracelet 


Sila, hira half of the founerenth omur 
Мага, cast, wrought, theres, gramilation, beighi 44 cm, 
«Динан вече На cm 


"ағына ай Чыны п Ма зый заь res эрээ 
назви ekari рын af ika: Pasar له‎ Çel bau! ва Мілава М ыға. ao Prae 
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Bracelet 


Sethi, fiw half of the Éournecnth ccnturs 
Зайн! cast, wrought, Higer, granulanan, heaght q1 em; 
«авер бз б cum 


“анші Манн, Belgrade irm na ٤ 
рачная هع‎ el che هرسا‎ ndi pres ету heared am ااا‎ А شه‎ mua Гүйгүн 


274 
Hracclet 


сма, гы Бай of the fomrenth сети 
*ulver-gli, cast, wrought, filigree, granulatiem, һи Ки 2.4 cm. 
iliamerer б В cm 


Nadu Aiaran Belgende: im me que 
калка اعد‎ park ый ihe اسما‎ ні perier hamal ав Makaa Vand, متا سه‎ 
Large and embellished with filigree, these hinged 
bracelets are part of the Byzantine tradition and, 
together with diadema and earrings, were adopted 
very early on by the wives of nich landowners in 
Russia and Eastern and Southern Europe, but 
also, in а more modest form, by women generally 
as а form of personal adornment. Hinged 
bracelets are often decorated with the figures of 
animals, birds and plants. They recall the cloth 
bracelets often seen on the secular clothing in 
[resco paintings (Radojković 1066, pp.44 - 
some examples embroidered with gold and pearls, 
which were worn with church vestments, have 
also been preserved in Serbia (Stojanovič 1959, 
рр.б7-9, figs 4, 5, 16, 18, 54). 

The bracelets from Markova Varos are 
distinguished by precise craftsmanship and аге 
open and linked semicircular shapes, which offer 
varius decorative possibilities. This dynamic 
impression is further enhanced by triangular 
groups of granules set into rows of circular 
segments. The fashion for bulky rounded shapes 
decorated with litte cones of granules goes back to 
very carly examples of Serbian goldsmiths! art, the 
most famous being the ring of King Stefan I (early 
thirteenth century) (Milosevié 1990, pp. 169-70, 
171-23). 
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In addition to these three bracelets, two 
more of the same type were discovered at 
Markova Varot these have suffered varying 
degrees of damage. Four bore almost identical 
decoration, while the fifth (саг. 274) 18 thinner һу 
the width of the decorative border on the edge of 
the other bracelets, 


LANKA FAI 
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Bracelet 
Serina, fied hall ef the fonrtecoth 65 


Silver, сам, wrought, tance, malaria, igr, bright 2.7 
cm; wwuhh Ag cm 


Мечит, Bride im тə үз‏ مسین" 
banl ні реча ету hund m Майна Қағы near Brey‏ سا rares рын cd‏ 
This large elliptical bracelet has à central part‏ 
composed of four wires twisted into a spiral whose‏ 
ends meet and extend to form a trapezoid shape.‏ 
The extended ends of this open bracelet are‏ 
decorated with granules spaced at intervals and‏ 
encircled with filigree wire.‏ 

Open bracelets are one of the carhest forms of 
jewellery for the hand. Excavations have revealed 
examples from the time when metal was first used 
(Garašanin 1985, p.745). In the Balkans this type 
of bracelet, also called belenzuk, followed on from 
the Late Greco-Roman open bracelet with broad 
ends bearing simple decoration or fashioned into 
the shape of a snake (Corovié-Ljubinkovié 1977, p. 
75» Moreover, this type of bracelet was frequently 
found on the territory settled by the east and south 
Slavs. The belenzuk, made of thick silver wire 
twisted into a spiral, became popular from the first 
half of the thirteenth century onwards in the 
Balkans (Miloševič 1990, рр.172-3). The belenzuk 
open bracelet also passed into ethnic jewellery, 
except that the technique of twisting wire died out 
after the Middle Ages. In the Balkans between the 
sixteenth and nineteenth centuries, belenzuk 
bracelets became even larger and took on 
clements of oriental decoration (Ivanić 1995, pp. 
101 2). 


ВЕАМКА IVANIČ 


276 
Queen Theodora's ring 

Serbia, belore 1142 

Gold, niello, height 2.9 cm; width 2:3 cm 

Веі, are nan gp і К‏ ,اص سم М»‏ افك 
This ring was cast as a single piece, with ап.‏ 
engraved representation of a double-headed eagle‏ 
on its head and a Cyrillic inscription on its‏ 
shoulders (He who wears it may God help him).‏ 
The ring has scveral different messages. The‏ 
representation of the double-headed cagle,‏ 
emblem of the royal house of Nemanjié, indicates‏ 





the апіша and status ol the rings owner, the wife 
of the Serbian king Stelan HT Decansi (1422 5) 
and mother of the most зоман Serbian ruler 
“ебал IV. Dušan (0331-755: STEFANUS, Dk ОКАТ 
ROMANIE, SOLAVONIL ET ALBANIE (Novakovié 
ии, р, тр, The motto of the inscription has a | 
prophylactic purpose. Phe ring band is notched 
and the notches filled with пісіп divided into 
rhombs showing fantastic creatures and floral 
decoration in а Western style, This use of motifs, 
present not only in jewellery, but also in 
miniatures, store sculptural decoration and 
architecture, reflects а style that was present 
simultaneously in Serbia and in Byzantium and 
ihe West, , 
The ring is probably the work of one of the 
Serbian golesmith’s workshops in Kosovo and 
Metohija, which produced à great number of 
rings with the same technical and stylistic features. я 
The shape of the ring, Ше magical, prophylactic 
and symbolic character of the ornamentation, and 
the formula of the inscription point to a group of 
rings from Serbia and neighbouring countries that 
can be dated to а period lasting from the end of 
the thirteenth to the mid-fourteenth century 
(Radojković тебу, pp. 107 — 29; Milošević 1990, 
nos В2- 8), А 
Queen Theodora (4. 1332) is buried in the | I | 
church of Banjska monastery, the foundation and ч 
mausoleum of King Milutin (father of King Stefan 
Dečanski), during a period marked by the 
influence of Byzantium on political relations, 
spirituality and customs. 
EMINA ECELÊ 


















277 
Ring 
Serbia, fist half of the fourteenth century 
Silver, cast, twisted, granulation, filigree, height 3 cm; width. к 
24cm 
Ханы Manum, Бернийн, ما‎ mos pi 
‚пенал: اسم‎ ul the lard af усет бетү лені ай Мана Varai, nsi 
The bezel of this ring is an inverted flat-topped 
cone. The surface is decorated with an eight- | 
petalled rosette made of filigree wire, Each petal | 
has a сой of filigree wire set into it, Granules set in 
the centre and at the edges of the bezel complete 
the ornamentation, The hoop of the ring consists 
of two thick wires and one filigree wire twisted | 
This ring reveals a sense of the synthesis and 
unity of style inherent in medieval costume, ٢ 
The twisted-wire technique links this ring to the 
belenzuk bracelets, while the filigree decoration On 
the bezel is found on both types of bracelet. The — 
twisted-wire hoop is not common in medieval 
Jewellery (Milošević 1990, р.Во). As far as the 
hligree decoration is concerned, it is analogous 
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Buckle of Prince Petar of Hum 


(зей зар їп Split, 00 
сом, 5.1 = او‎ 


B تالآ‎ райе ink m 5 
ke Е DM veil bry chase 67 Шетін. Маме ната, "n 
xime, Bani MNA, 8-7 i; Aber ut нў, p па 5% 
өт, pla ХА ХІ 


pareve каче 
MELLE 
И sedem m пам [+ be 


This buckle is heavy, circular in shape, with a 
rhomboid profile. Its catch ts movable, On the 
outside edge of the front of the buckle an 
inscription is carved in two languages, Church 
Slavonic and Latin: «ZAPONY VELHEGA KNYZA 
XYLMSKOGA PETRA: PRETENDE COMIITI PET, the 
inside edge is decorated by a row of stylised leaves. 
On the inside edge of the back of the buckle there 
is ап almost identical motif of stylised leaves, while 
the outside edge displays carved animals facing 
each other: birds, dogs, dragons and other 
monsters with tails that end in the shape of a 

palm. This style of embellishment was much 

used in Romanesque and Gothic sculpture and 

in illustrated manuscripts. To judge by the 
inscription, the buckle must have belonged to 
Petar, son of Prince Miroslav, who ruled over the 
Hum region. It is presumed that Petar was given 
this buckle upon being elected Prince of Split in 
1222. 

The excellent quality of the craftsmanship 
and the skilful combination of gold and niello. 
places this buckle among the masterpieces of 
thirteenth-century goldsmiths’ art. 


ALOTIODAN 671 








cartographer Angelina Dulcerte. The same 
double-headed eagle is present on the Serbian 
national fag. 

The heritage of Byzantine art is reflected 
not only in the shape of the cup, but also in the 
abundant motifs of the tendril and acanthus 
leaves. As it was discovered in د‎ wall cavity in the 
narthex of the Church of St Nikola, Drenova, 
Dusan's сир had belonged probably to the church 
treasury. This by no means excludes the possibility 
that, prior to the being donated to the church, it 
had belonged to à particular person. 

The heraldic figure of the double-headed 
eagle and the inscription with the name of the 
emperor reveals that the cup was made especially 
for Dusan's court. Mention of the name Stjepan, 
instead of Stefan, indicates a possible Western 
influence. Historical sources record that Tsar 
Stefan Dušan ordered 33 silver cups from 
Venice (Radojkovie табов, p. 116). 


КАТАВА Сас 
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Cup 
Serbin, Все 7577 


Silver, gilt, сам, chased, punctuated, engraved, soldered, 
5,6 «11 cm 
a 
аи Танта مق‎ ба: абын ту, یئ م‎ Завала ena. 
flat bottom belongs to а type mentioned in church 
inventories, 

The decoration consists of three alternating 
concentric bands. The figure of a deer on the 


bottom, with its head missing, is soldered onto 
са medallion with the fight between Samson and 
the lion. It alternates with a broader band of a 


double row of broken arches facing cach other, 
The broad rim is decorated with the same motifs, 
This combination of religious symbols of the deer, 


the lily and ivy with the Old Testament story is 
a familiar feature of Byzantine art. 


The shape of the cup, and the treatment of 
the lily in combination with the Gothic arches, is 
influenced by Venetian craftsmanship. Artists in 
the workshops of Dubrovnik incorporated 
Western and Eastern forms in their products, 

This cup, like others found in the hoard 
from Dobri Dol, together with the pieces of 
jewellery discovered there, helps to build a 
profile of art in Serbia. 

RATAA скот 
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Royal doors with the Annunciation 

Serbia, second half of the fourteenth century 

Tempera (2) on wood, relief, woodcarving, 128 = 63.4 е 5-4 em 
Namal Maren, Вещи. ید مص صا‎ 

4 مسان هله ышт}‏ عسستامې 

шетен REFEREES Canal рибата күй, рр т) y alm Ie Уй, 
Wrtrmann ital. куба. ووا‎ 

These are the central (‘royal’) doors from an 
unidentified iconostasis. They are divided into 
two parts = the larger showing the Annunciation, 
the smaller containing carved decoration - that 
arc framed by à partially preserved, carved, 
polychromatic border with double interlacing 
over leather strips. 

The heures of the Archangel Gabnel and the 
Virgin are executed in bas-relief, then painted, 
while the segment of heaven with cross-shaped ray 
which contains the dove of the Holy Spirit is 
painted. The two figures are elongated. Gabriel, 
whose arms are out of proportion to his body, is 
more voluminous than the figure of the Virgin. 
The painted surface has been damaged. 

The iconography and style paint to a local 
workshop around the middle or second half of 
the fourteenth century. These doors are known 
as the Andreas doors, although there is no proof 
that they belonged to the Andreas monastery 
(1388 — Ва). 


SANJA ҒАПС AND ма KAJTEZ 
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Fragment of a reliquary 

Serbia, fore Һай of he fourteenih century 
Cared woud, chased aber, 4-4 = 43 й هه‎ em 


раната) шығын, واا‎ um нө. ЕУ 


канта а par لا‎ ir راسیا‎ ні игчет бетт اسما‎ ai Marinos Varn, arae Егер» 
Faith among the laity entailed the wearing of 
miniature icons round the neck. The most modest 
of these were made of wood. It was extremely 
important for the ruling class to demonstrate their 
piety, so the only neck decoration found in this 
hoard was a little pendant icon оп which three 
holy warriors are represented. [t was a widespread 
custom in Byzantium to decorate parts of the holy 
cross or reliquanes of saints in а sumptuous way. 
Transformed into jewellery, these reliquaries 
accompamed their owners at all times and thus 
It cannot be established whether this fragment 
was the front or back of the reliquary. There are 
examples with the Virgin on the front and the 
holy warriors on the back (МУ, Wixom in New 
York 1997, p.164). The preserved half of this 
St Demetros, O AHM(HTPIOC), and the third, 
probably one of the two saints Theodore, 
& EOAGQPOC,. The saints are presented in full 
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in another late medieval hoard in the village of 
Gomo Onzan. 

The stylised portrayal of the holy warriors as 
lean, delicate figures of ascetic appearance recalls 
the figures of the late thirteenth century 
(Radojković 1966, p.15, note 15). The silver relief 
surface has been worn smooth and is tarnished in 
parts, which proves that this reliquary was in use 
for а long ame. The precision and delicacy of the 
craftsmanship is notable. 


ПКАНКА IVANIT. 
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Earrings 
Serbia, firs half of the founrenth century 

Silver-milt, gemstones, cast, faceted, hammered, filigree. 

б.д ж 7.2 cm (setting); 4 «74 cm (fragment) 

Natal Маягт, Fieclgnade, im na الم‎ 

кгга рыі لا‎ the мәні 14 гла ту boone! аі Marken arl, таза ما‎ 
These fine carrings (one of which is a fragment) 
were designed to be affixed to a wreath or crown 
һу a row of pearls or strips of expensive cloth, so 
that in fact they were completely unattached to 
the ears themselves. Some similar examples even 
гейша ап опита! band of filigree wire that was 
worn over the head to join the earrings and make 
it easier to wear heavy pieces of jewellery, Large 
carrings or car decorations were an integral part 
of the jewellery worn by the wife of a ruler or 

rich landowner, according to both written and 
art sources (Radojković табан, р. 140). They 
differ from the delicate, small carrings, sometimes 
made of gold, which were reserved for everyday 
wear, 

The earrings from Markova Маго consist of 
metal rings linked 10 the semicircular body of the 
carring, in which there is a filigree wire shaped 
like an eagle with outstretched wings. Around 
this central part there are flat-topped cones 
whose narrow ends join onto the central part from 
where they radiate outwards like the spokes of a 
wheel, The cones vary in size, and the alternative 
grouping of large and «mall cones matches the 
alternate use of filigree decoration at the base 
of the small cones and semi-precious coloured 
stones set into the base of the larger ones. Judging 
by their appearance, it 15 clear that the head 
onament from the same hoard (cat. 284) and the 
сагппд are not part of a set. 

These earrings belong to the *Dragizevo' type, 
and many have been discovered all over Russia, 
Bulgaria, Romania, Serbia and Greece. These 
relatively frequent finds are mirrored by a large 
number of representations in church frescoes in 
the same territories (Radojkovié 1966, рр. 42-9). 
Current thinking dates the earliest appearance of 
this type of earring to the late thirteenth century 
(Миюбеміс 1990, pp. 159 бо). These earrings long 
continued to be worn and after the demise of the 
Serbian landowning class, they became an item of 
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formal jewellery in women's national folk costume 
(Radojković 1966, pp.248 - 91. 


BRANKA (ЖАЗЫ 


284 
Head ornament 


Serbia, Gest half of the fourteenth century 
Silver-qali, gemstone, beaten, filigree, scmi-precsrus stones, 
length: 23 cm, міш 2 cm 


Халима Xuna, Меіштегіс. imc ти». رل‎ 

move ағ ed he beard له‎ powrliery imamd sn Markie Vani, pear Вейс 
вай 111111 mam Йбн ттн. pp qe qu 

This head ornament, which was worn across the 
forehead, was desenbed in texts as a garland or 
wreath [Radojković 1966, pp. 36 га). This 
garland belongs to the relatively small number 

of head ornaments preserved in Eastern and 
Southern Europe. It formed part of the jewellery 
worn by women of all social groups, but this very 
costly example must have been worn by the wife 
of a ruler or rich landowner. As a head ornament, 
и makes up а set with earrings (see cat. 284), which 
are found far more often, Numerous portraits 
show the garland as а fastening for a headscarf 
(Milosevié 1996, p.177). These ornaments can be 
made of metal, with or without precious or semi- 
precious stones, or of hne cloth embroidered with 
gold or silver thread and pearls (Ercegovic- 
Pavlović 1975, pp. 279 - 83). 

The garland consists of eight rectangular 
plates joined together by hinges. The end plates 
cach have a metal ring that acts as a fastener. 

А multi-coloured semi-precious stone is sect into 
each plate, There is filigree floral decoration 
around the setting of cach stone. 

In style, the wreath resembles the rest of the 
jewellery found at Markova Varol, As is 
frequently the саке with Serbian medieval art, the 
general appearance and shape of the objects were 
taken from the Orient, but they were fashioned in 
the specific style of some Western artwork; such a 
combination is evident in all the items of jewellery 
found there. There are clear analogies between 
this ornament, reminiscent in style of the 
thirteenth-century Hungarian crown jewels 
(Milošević 1990, p.177), and art objects fashioned 
by Serbian goldsmiths from an earlier period 
(Radojković табан, pp.B9—90), which testifies to 
the constant blending of different cultures in the 
Balkan peninsula. 


HRANKA ГУАМ 
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Stone khatchkar of Aputayli 


Noraduy cemetery in Sewan, near Lake Sevan, northern 
Armenia, 1225 

Tufa (мапе), 175 ж 100 x 31 ст 

The Те af ihe Век, Мушчин, Lindon, paa уту, y а 

ere mr, Aparia وږو‎ (4688 (Дылана مل‎ Маг ماما‎ 

وسو eg, Most нық Laman‏ لم ۱۱ emîral fre Мағына Тснийгаа sgg, тыз‏ ولا 
а‏ 


A paten is а special dish used in the liturgy to 


ашиг! чанд ша Armenian word meaning 
stone Cross’) are an important feature of the 
Armenian landscape. They can be found in their 
thousands throughout the country, and in a 
variety of settings: in graveyards, Incorporated 
into the walls of churches and carved into cliff. 
They appear from the ninth century оп (an 
evolution of earlier steles in both form and 
function) and served a variety of purposes; usually 
concemed with commemoration (Donabédian 
2007; Ағапап 1970), Most, as this example, were 
lomb-markers that were placed facing west at the 
loot of the burial, so that the cross would be the 
first thing scen by the dead person as he or she 
rose at the Second Coming, Others were 
commissioned to commemorate the completion 
of buildings and bridges, to celebrate military 
victories or to mark the fulfilment of vows, 

This khatchkar was created ав à memorial. 
It wits designed to stand over a tomb in Noraduz 
cemetery, near Lake Sevan in the north of 
Armenia, and is dated by an inscription down its 
left edge to the year 1225: Ча 674 of the Armenian 
ста, God have mercy оп Aputayli. Amen,’ 
Aputayli is otherwise unattested, The khatchkar 
is typical of its period in terms of its design: carved 
of a dark tufa stone, it is rectangular in shape with 
а slight overhang at the top. Из decoration is 
dominated by the central cross, in this case arising 
from palmettes (and so, perhaps, alluding to the 
cross as the Tree of Life). It is supplemented by 
secondary crosses below and to the left, and is 
framed by a series of interlaced patterns. In the 
course of the thirteenth century, khatchkars 
were to become more intricate and elaborate, 
incorporating more figurative imagery. At the 
same time the decorative patterns were to become 
more and more influenced by Islamic motifs. 
ANTONY LASTMOND 
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Paten (diskos) with scenes of the Passion of Christ 
Central Asia, ninth or tenth century 

Gilded, сам, chased and incised уст, diameter 24 ст 
Mas drm: itage шыгын, Ба esa | my na id ву 


Ferm, di Ване سم‎ thet хайдаг раваныя, Ананай Linni, нара 4 


SELRICTER аран Ка Кін , Рейт і , 11:42:54 
الوا‎ үрэл (8 Масы нм чин рд S Танин 


the bread of the Eucharist. Three scenes fill the 
three entwined medallions: the Ascension (top), 
the Holy Women at the tomb (left) and the | 
Mie с (right), At the bottom can be seen 
hei the Lions’ Den; on the left are two 
«neeling soldiers, keepers of the tomb: to the right 
is the Denial of Peter, At the centre is а cross. The 
mdi identified by inscriptions in Syriac in 

` estrangela Script, the form used for sacred 
wnitings (clockwise from the top): “the Ascension of 


Christ’: ‘Simon-Pr 1 à д > 
before the cork cu denying Christ three times 





crows’; "the Crucifixion of Christ | 















any the ей ‘the thie? whose sins Christ 
rl я " . в. 
i Lon the right, чие thief on his left; 


Е. 
p oan 


iY e ee 
ы ie image а! Mae left lion, "Daniel; on the 
wer Ё , ТЕЕ 
| ge ol the 0 Holy Women, Mary 
ния 


Магу”, ower the angel, “the Angel’, 


4 «шісі, d, эч 
Мак b, "the Anastasis’; and "the soldiers 


ind imn ihe 760 
18 ie ТІП! а 


шага 
т the iconography of the 


Que сате of 


ТЕТТЕ is shown here is distinctive: Магу 
4 ы E 


is not represented at the centre of the twelve 
Apostles, as is usual in Byzantine art, although 

che isshown al the empty tomb. This significant 
omission has been used ۱١ argue that this paten 
was made for ап Assyrian church of the East, 
which used the Nestorian liturgy. The Nestorians 
‘who followed the theology of Nestorios, which 
was condemned as heresy at the Council of 
Chalcedon in 451) split [rom the Orthodox church 
of Constantinople in the fifth century over the 
issue of the status of Mary ая а mother. They 
rejected the idea that she was Theotokos, and saw 
her as Christotokos, believing that Christ took his 
human nature from Mary, but that the divine 
logos existed before the incamation. The 

emphasis on the exaltation of the Cross might 
refer to Nestorian knowledge of the Apocryphal 
Gospel of St Peter (X, 45-42). 

The style and treatment of the subjects have 
several connections with Early Byzantine works 
from the region of Syria and Palestine (such as the 
ampullae from the Holy Lane). But the garments 
and mandorla of Christ in the Ascension point to 
a production in Central Asia in the ninth or tenth 
century, and perhaps to the region of Semirechye, 
the south-castern part of modern Kazakhstan. 
Odd mistakes in the inscriptions suggest that 
pethaps the Syriac language was not the native 
tongue of the artist, 

VERA LALESSKAN А 
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Gospels with Tsar Ivan Alexander, folio 2720 


Turnown, 1355 46 
Tempera and gold on parchment, 35.5 = 25 cm 


The British Library, Loriden, Add. Ma рийн 


Рим а: fey Мыс emir най кетійінгу іі ter Mo يوا‎ eder nd 
piv арыны! با‎ Robert Салон ما‎ Aagus وا‎ фы uiv яваа йл 
я қ. 


алети тирании. Пагоня هوي‎ New York song, вол, کو نوم‎ 


These four Gospels written in Bulgarised Church 
Slavonic by a scribe, Simeon, are a tour de force 
of the grand illuminated book. The manuscript 
opens with a striking double-page portrait of the 
Tsar Ivan Alexander with his wile, two sons, three 
daughters and one son-in-law, It has 286 folios 
with 966 narrative miniatures illustrating each 

of the Gospels in turn in frieze format. It also has 
five further representations of the Tsar at the 


end of each of the Gospels (folios 2722 and 134^ 
produced at 


are example of these images). 
The manuscript was probably 





Turnovo, the capital of the Second Bulgarian 
Empire ruled by Ivan Alexander from 1731 until 
his death in 1371. The manuscript declares 
visually both the rivalry that Ivan Alexander 

[elt towards Byzantium, and also a period of 
greater friendship after 1455 when John VI 
Kantakouzenos was forced to abdicate and 

John V Palaiologos became the Byzantine 
emperor. This co-operation was marked by the 
marriage of one of Ivan's daughters to the future 
emperor Andronikos IV Palaiologos. The imagery 
implies that Ivan Alexander's dynasty was as 
powerful as the emperors of Constantinople n 
fact the Bulgarian empire fell to the Ottomans in 
1396), and his title emulated Byzantium with its 
terminology = ‘In Christ God faithful Emperor 
and Autocrat of all Bulgarians’. The manuscript 
achicves his ambitions to be *more Byzantine than 
the Byzantines’ through its luxury, style, with a 
lavish use of gold leaf, and contents. Tt must have 
copied ап cleventh-century model produced at the 
Monastery of St John Stoudios at Constantinople 
in the same distinctive style as the Theodore 
Psalter of 1066 (cat. 51). The artists presumably 
had a Gospel-book equivalent to this psalter 

(опе exists in Paris [Bibliotheque nationale, 
cod.gr. 741). They changed the imagery of their 
model so that it promoted not the abbot but a 
Bulgarian king. The artists faithfully re-created 
the exquisite style and standards of this monastery 
with its famous scriptorium for its Bulgarian 
fourteenth-century audience. 
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Fragments of the robe of Tsar Ivan Alexander 


Byzantium, 1331—71 
Silk-based textile embroidered with silver-mlt, silver and silk 


“threads, وڅ‎ = 49 cm; йл s 48 cm; B s 46.5 cn 


MÎ iwan, Belgrade, inv. no ija‏ له اوا 
акенди некі id На Nicholas, Saanstenjr, rens Pira‏ 
هسو явдалгүй» 801178 квасе: “Чив игы ЛГ ненен‏ 


These fragments of gold-embroidered textile, 


discovered in tomb 15 in the Church of St 


Nicholas, Stanicenje, near Pirot (1331—32), аге 
preserved in the form of strips. On five strips there 
are repeated moufs m tendrils: a deer, a double- 
headed eagle, a crane and tablets with the name 
and title of the Bulgarian Tsar Ivan Alexander 
(1331—71). The sixth strip bears the той of an 
arcade with double-headed eagles above. The 
inscriptions date the robe to the reign of Ivan 
Alexander, The nobleman buried in the tomb was 
probably given the robe by Ivan Alexander. 

The embroidery worked in silver-gilt and 
silver wire is surface-couched on ochre silk. The 
style of the gold embroidery shows the influence of 
Italian silk. Silks from Venice were very popular 
in late Byzantium. The gold-embroidery 
programme is imperial in its iconography of 
double-headed cagles. 


The robe, probably tight and knee-length, was 
buttoned from the neck to the thighs with ball- 
shaped silver-gilt buttons. The gold embroidery 
was placed alongside the buttoning, The robe 
was probably made in a Byzantine workshop. 


ALFKALANDBLA NITH: AND ALLIKA TEMERINSKI 





289 
The Vani Gospels, folio 35 

Constantinople, г £206 

Manuscript, 28 5 э 10.5 cm; 247 folios 
Манай Сепате of Мэнгэ, Thilak پد‎ 

каз к араа нага Камь ын вен! Їийгайнг ifi, nac qui pp 477 yi 

Tax өшін ودې‎ Sumber нум, рю] vin, Агила нүїч, د وښ‎ 
Arana =, різ үн 4; Шеткі eal. شي‎ үр rns oa, اا‎ 

The Vani Gospels, written in the Georgian 
makhan script, show the continuing close 
relationship between Georgia and Byzantium 
around the year 1200, The creation of the 
manuscript is recorded in two brief colophons, 
both written in gold, on folio 2727. One, in 
Georgian, states that the text was written in the 
city of Constantinople by a monk called Iovane, 
who calls himself ‘the unworthy and wretched 
confessor of the Saint Queen Tamar’, The 
second, in Greek, states that it was illuminated 
by the chrysographer Michael Koresis. Another 
colophon on folio 2660 is concerned to 
demonstrate the accuracy of the translation from 
Greek into Georgian. It says that the text was 
copied from a manuscript of the Gospels held at 
the Hromana monastery near Constantinople 
(the main centre of Georgian monasticism in the 
region), which in turn copied the autograph 
rranslation made by 5t Giorgi the Athonite. This 
was kept at the [viron monastery on Mount Athos, 
where this great Georgian translator had worked. 
This interest in the historical accuracy of the text 
is at odds with the images that accompany И: 
these reflect the most modern interests in 
Byzantine Gospel illumination. After a prologue 
showing Christ blessing the four Evangelists, 
each Gospel is preceded by an author-portrait 
accompanied by a scene from the Life of Christ 
(Matthew is paired with the Nativity; Mark with 
the Baptism; Luke with the Annunciation; John 
with the Anastasis). This follows а liturgical model 
established іп Constantinople at the start of the 
century (Meredith 1966). The canon tables at the 
start of the text are also gloriously enlivened by 
colourful headpieces, replete with figures, birds, 
animals and plants, and personificanons of 

the months. 

The scribe tells us that he was confessor to 
Queen Tamar of Georgia (1184-1210). Her rule 
is associated with the greatest efflorescence of 
Georgian culture and power; she was celebrated 
in her lifetime in art and poetry, and subsequently 
came to lie at the heart of much Georgian 
national folklore. The reference to her in the 
colophon as a saint indicates that this 


CATALOGUE ENTRIES 287-280 

















ам 


sancuficanon ef the queen began during her 
lifetime (Eastmond 1998, pp. cg = 1841. 

The Gospels were once housed in а 
magnificent founreenthientury metalwork ease, 
which was fortunately photographed before it 
was stolen and destroyed during the Russian 
Revolution “Гадалі 1935; pls 41-41 
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(омета ol the Tsqarostayi Gospels 

Тав-Кілгігін матч Genma, 11595 

Малшызтти with whorl curs, 24.5 я 1٨١ cm 

mal جوا‎ «| Манах, Thin, مو‎ 

килитин عفد ونوتلع‎ Halakan ам! سابو شا‎ үйде, رو همهموم‎ Med 
tuf ېا‎ qua 7; ГЛин иг нийн rap نټ چم‎ 8. Aman ыр, На ars rmm 
Hf. pi {Й, Падания нуру سه‎ airy П. Mn быка 

Georgia excelled at the production of repousse 
metalwork throughout the Middle Ages, and 
preserves kirge numbers of icons and other objects 
made im thes technique. The coven of the 
Tsqarostavi Gospels аге one of the outstanding 
examples from the lare twelfth century. They were 
made by the goldsmith Beka Opizan. The fron 
cover shows the Cruafeaon, with Christ between 
Наз mother and St John the Evangelist: The back 
shows the Deisis, with Christ now enthroned, 
while Магу and St John the Baptist intercede on 
behalf of humankind. The image of intercession 

is matched by the three inseripaons around it, 
which call for salvation for those involved in 

the commissioning and creabon of the covers, 
The two formal texts written in axomdazruh script 
eniramed above and below Christ name the 
commissioner loane Mibeyan | Bishop of Тео; 
the опе squeezed alongside the throne of Christ 
names the artist: Christ, have mercy on the 


goldsmith Века Opisan (Amiranashvil 1964. p.77. 


Бека Opizari is the most famous of Georgia's 
medieval goldsmiths, along with his contemporary 
and possibly teacher) Beshken Орігагі, whose 
covers for the Bena Gospels (National Centre of 
Manuscripts, Tbilisi, 0-906) seem to have been 
the immediate model for this өсі of covers. He 
i5 also recorded as producing the covers of the 
Anchi gospels (mow lost) and the frame of the 
Anchiskhati, the miraculous icon of Christ at 
Anchi (which survives in the State Museum of 
Fine Arts, Tbilisi). This was commissioned by its 
bishop, Івапе Юопасв, and ран! for by Queen 
Tamar (1184-1210). 

The manuscript itself was copied out in 1195 
by two scnbes, Ioane Pukaralisdze and Giorgi 
Sctuscec, whose names are recorded іп а 
colophon. A further colophon on folio 2737 
records the commissioning of the covers: ‘the 
covers of these gospels contain silver worth 200 
drama, and gold and pearls and precious stones 
worth 20 drama, The wage of the silversmith 
was 23 drama’ (Abuladze 1958, p. 324). 


ANTONY БАЕТ 
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Covers ol the Пей 5 

Shasshiet Газма (тамада, late Ам Й century 
Матпамлтрі wiih ولت‎ ші covers, 2607 к 1.) em 

National (Сенен il هېمرسهوسواک‎ 11 (ji 

пие эйтим ДЕ rl prr ran. بط‎ бр 
i جاهو وص‎ ug, үүр 88, وو‎ А ما‎ 

The covers of the Then Gospels are a second 
commission of the bishop of Theni, Ioane. Like the 
Tsqarostava Gospels (cat, 290) and the Berta 
Gospels, the from cover shows the Crucdixion, 
with Christ on the Cross being mourned by Магу 
and John the Evangelist and two angels, The 
Georgian uncial insenption over Christ's head 
reads ‘Jesus Съпм, king of the Jews’, The lack 
cower, however, has а different iconography: it 
shows Christ handing the keys of Heaven to St 
Peter and а book to St Paul. The two Apostles 
raise their hands to Clinst to acknowledge his 
dominion. Squeezed between them is а sixteen- 
line inscription in Georgian montarii script that 
reads: “The ones Дос, the Apostles Peter and Paul] 
whom the Teacher |с. Christ) ordered to be 
seated at the thrones at the day of Judgement, 
[may you] intercede lor me, loane Mibevan- 
Зарагс!ї, pitiful of soul. Amen." 

Despite its poor condition, the delicacy 
of the craftsmanship is evident in the finely 
wrought figures, the decorative script used for the 
inscriptions and the elegant vegetal scroll motil 
that runs around the frame. Together, the two 
book covers underline the importance that 
Georgians placed on the suitable adornment 
of the New Testament: the Word of God. The 
quality and style of the metalwork is closely linked 
with that of the Tsqarostavi Gospels, although 
there is disagreement about whether it can be 
linked with Beka Opizari himself. 

55. Peter and Paul are also invoked in the 
main colophon in the manuscript, which had 
been commissioned by an carlier bishop of Theti, 
Paule, This colophon dates the manuscript as it 
also refers to the Georgian capture in тїбї of Ani, 
the old capital of Armenia. Ї was taken in that 
year by the army of King Giorgi Ш (1156-84) 
from the Muslim Shaddadid emirs that had 
bought the city from its Seljuq conquerors in 1087 
in return for a group of golden icons (Thomson 
1989, p. 195]. 
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Four Gospels with Christ, donor and scribe, 
folio 13 verso 


Produced in 2342 аі the Monastery of Drazark in Cilicia 
during the prelaey of Ter Mhihttar, and Ter Баж лө, at the 
request of the priest илиш, amd illuminated by Sargis Piclsak 
Parchment, writen in regular Банда script in black ink; 

а к 14.5 єтїї, 350 foli 

(Сүн Ён Їнэт Мыс Tires له‎ dar Crew сан Laney, هلآ‎ Aem ївы 11 


жіті trier Пет “ырғағын нийл, ти. б, үр, ela aes pone Vihasarpan 
құй» [heo Mareas srj 


The lrontispicce, with Christ hlessing the donor 
and the serbe, іх striking. In the manus ripts 
ab an earlier penod Armenian artists Над usuali 
represented only the dotar in а prominent j 
position, Bur, in the fourteenth entury, mainier’ 
portraits begin to appear frequently, Three self. 
portraits ol Sargis Pidsak (1290-1955) have 
survived. Ehe first appears in the Gospel of 
Venice (Venice ws 97/16, An 1331), where he 
represents himself kneeling at the feet of Matthew. 
Here Sargis Pidsak has a black thick beard and | 
looks like а man in his thirties, but in his next 
portrait, painted im 1998, he gives the impression 
of a midcdlesaged person (Erevan Маі, ме 2627) 
and in this manuscript, painted in 1342, he is 
already an elderly man with a white beard. 
These changes in his personal appearance 
clearly indicate that Sargis Pidsak tried each 
tine to ove a Faithful mage, and these 
miniatures are important examples of the 
art of portraiture in the fourteenth century, 
Portraits of scribes and artists are rare in 
Byzanine manuscripts but occur frequently in 
Armenian ones. This is in keeping with the 
Armenian practice of recording the scribes and 
painters in the colophon in order that their names 
might be recalled and prayers said for them by all 
present and future readers. Their portraits are an 
ай нота means of perpetuating their memory. 
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The Armenian Psalter of King Levon 1 
Six the capital of the Anmenman Kingdom of Cilicia, 1281, 


Mlurninated hy Sargi Pichak 

Vellum, жәнен in бойлу script, 24 a 17.5 em; 259 folios 

Ты Ми Lisiy, Loralon, متا‎ йар 

аст ВЕТЕШЕ та ПНарычінап ишки; Shei а apre, Ма гуу (V. Мгтисттаһ), 


РТ jasi سو‎ ТТ 


In this Psalter of King Levon M (1269- 89) 

the Virgin is seated on a throne, with the Christ 
Child, here portrayed more as an adolescent, 

on her lap. Both raise their hands in blessing. 
Legends in white uncials on a blue background 
above cach figure read ‘Mother of God’ (MAYR 
Alstoudso]¥) and “Jesus Christ’ (Y [isou]S K '[risto]S). 
An angel in the top left corner offers a kerchief. 
In the lower left corner a lay figure, expensively 
robed, kneels and extends his hands in prayer; the 
legend in white uncials above him reads ‘Mother 
of God. Baron Hanes, Chancellor relies on thee’. 
Looking straight ahead with her right hand 
extended, she blesses Chancellor Hanes 
(Hovhannes = Joannis), 

VRE] MERRESHAN 
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“175 | ти E 
гү ol King Levon T of Cilician Armenia, 
Ша 4 
ШАБЫ 
locant ilias «Я the Arrian hinge 
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; ін Но 
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& Nemes IV Klayetst, called A9Minorhaht, te. ‘the 
Gracious’ (1102 1173), catholicos of All Armenians 
16-1173). praying: is figured in the frontispicee, 
before his prayer Го the twenty-four hours, while 
the king's portrait faces St Nerses's ‘In faith I 
confess" profession of faith on the Holy Trinity. 
The prayer ends with a special plea for the king: 
Father, Son and Holy Spint, Trinity and one 
indivisible Godhead, fortify Levon, King of All 
Armenians, crowned by Christ, together with his 
children, against the enemies of the cross of 
Christ, our God.’ By depicting the chalice with the 
Christ Child (Greek: amnor or melismos), the artist is 
emphasising the real presence of Christ at the 
mest sacred moment of the Eucharist. Standing 
behind the king and holding his crown is Baron 
Vasak who held the title of coronant (автал), 
The features of the crown-bearer accord very 
closely with those of Baron Vasak represented on 
the thirteenth-century loose leaf in the Adolphe 
Stoclet collection and in the Gospels sponsored by 
Vasak (Jerusalem, St James ws no. 2568, وه‎ 
The artistic licence taken in allowing the figure 

of Vasak to break through the frame is 
characteristic also of the artist of these lauer 
Gospels. Тһе portrait of King Levon closely 
corresponds to that in the Queen Keran Gospels 
of 1271-2734 (Jerusalem, St James, us no.2563; 
Narkiss 1980, figs 77 83), 
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Four Gospels with a serpent curled around 

а trunk, folio 218r 

5n in the Kingdom of Armenian Cilicia, 1217 

Oriental paper, 294) ж 19 crx, 286 Гара», 

іа‏ مرت مهس ييا 
The four Gospels are written in classical‏ 
Armenian in бойну script in 1217 by the scribe‏ 
Yohannes, pupil of "Grigor the incomparable‏ 
scribe. The work was done in Sis in the cathedral‏ 
dedicated to St Marine for the ‘most worthy and‏ 
holy cardapet Vardan’, The serpent coiled around‏ 
à trunk on fol, зада із an example of how Маз‏ 
manuscript illumination works, with motifs |‏ 
related to the text instead of full-page mintature*‏ 
a ciborium crowned with а cross represents a‏ 


temple of Jerusalem whose destruction is 
prophesised (Luke xx, за double cross raised 
above two cornucopia recalls the Crucifixion 
John xix, 17-20); а fish in a chalice appears 
alongside the account of Christ's breakfast when 
he revealed himself to the disciples at the Sea of 
‘Tiberias (John xxi, t5). The reference to the 
serpent is that Yohannes has translormed into 

a genre scene the literal interpretation of the 
accompanying text John 111, 14/ "аз Moses lifted 
up the serpent in the wilderness, even so must the 
Son of Man be lifted up'; he has represented a 
serpent coiled around the trunk of a tree and 
attacking the small birds in their nest. The image 
recalls the Byzantine Gospels of Paris (gr. 74), 

in which Christ points to the serpent raised 

on a column. 
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T'OROS ROSLIN (Il. 125668), possibly with 
а collaborator or assistant 
Gospel-book of Taras the Priest, folio годе 


tee, with sevenieenihi-century binding 


Ink, pami and gold on parchment, 29.4 ж zz cm [20 м (6 ста), 


но alios + 2 flyleaves, one at the beginning and one ar the 
end, cach from carlier manuscripts 
Ты Walters АМ Мане, Павиттаре, не وق‎ 
me eee ва Мыта چا‎ Tona Rosen ип سا‎ Dor Uhr pri Гішін, 
سا‎ pr a xil Сааса Cammini | гаа ёна, preartited! ېوا‎ ther pre Turon in 
Ak وکل‎ hermitage به‎ ігі bey ың, سلا‎ paapa woe ай Шы Знай 
ni the Mindy (roms, haa (а, where i itane гай! the азаа гү هغه‎ decur 
in нр purchased by Henry Waler [remi Мега Kilian, Parm, rua 
ihe mamargi pas] bo Mirs Мата Walin arber Їнийгатий ы damki. amid مه‎ 
grae hy مهم ما‎ the Wishes An Gadiery (аным Шы: Wali Ам Миағпан m و‎ 
LACT Gere Шығ Seen ووا‎ pp. اې‎ [urn раң, pp та- Й 
Nre Work nga, їньЙ, pp iai, تیزا‎ 111 Ensar Lanskun مه‎ ань وا‎ pp тал, rr 
Af Mersessimn | 
Toros Roslin is the best-known Armenian painter 
of the medieval period, and was the most 
important scribe and illuminator working at 
Hromklay in the third quarter of the thirteenth 
century. Most of the ten books attributed to him 
were made for the Catholicos himself, and this 
one was made for Гогов the priest, the nephew 
of the Catholicos. Roslin is noted for his 
expansion of pictorial narrative, with miniatures 
of various sizes interspersed throughout the text 
and the margins, and this is the most densely 
illuminated of his works. Although Roslin د‎ 
rightly recognised as an innovative illuminator, 
he was building on earlier traditions; in this 
manuscript his dependence on his teacher 
Yovhannes, and, ultimately, on innovations made 
at the scriptorum at Skewray half a century 
earlier, can be seen in the arrangement of the 
canon tables, the inclusion of the Evangelists’ 
animal symbols at the Gospel openings and 
depictions of the Lamb of God (fols тг, 3217. 
Crusaders and mendicant [riars arrmang in 
Cilicia in the thirteenth century brought new 
pictorial forms, and while Armenian illumination 
continued to be closely tied to the Byzantine 
tradition, Western contact left из mark in a 
number of details. In the Last Judgement 


miniature (fol, гос), the overall appearance 

of the scene, with the river of fire dividing the 
composition in two, is typically Byzantine, but the 
depiciion of the foolish virgins, outside the left 
frame and unable to enter Paradise, was a popular 
motif in contemporary French painting. The 
Return of the Маш (fol. tor) is iconographically 
unusual in the military retinuc accompanying the 
Mag, but similar mounted soldiers, the brightly 
coloured legs of their horses overlapping in 
rhythmic patterns, were commonly depicted in 
French manuscnpts of the penod, such as the 
Morgan Picture Bible (Morgan Library, New 
York. ms 1.638). 
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Manuscript with donor hefore the Madonna 

della Misericordia 

Sis, 7 1274 

Ге Ра рна Where | هووا‎ Pee VY ail Por аве iit іу wails ibe help لم‎ ihe 
Ее Штати Amman Fuansk سا‎ Imire ide рез гүүн nw bee Alimama Acres 
№. панаа, ile Магикнран Syne Гела, tip |1 ۷١ Грады Ва Г.Гатль! йг 
Tire, ма rete الله‎ М Гүл awl Tetras Е. ыва, іп нета لا‎ ihrer 
mirim ۱۳ andi хта янна га ibe arts لق‎ dhe тныя ann, che Magog Farvorkian 
Рай, Кіммен F ший Lie Чытае Арагилаг жый Vance Sarina, шіні ati 
штатын dhe тъ REY ed ацгүйг Пер Меғызшан, Pet. nei мн 81111 


Powter |ң اپ‎ n arl, Fa Aaa Callan; риши bane ly. سلا‎ 
licences: Monge сагу из موه‎ 


arco Балы,”‏ هو Mica‏ هروا хүй uber sg, үр ۵ ya,‏ په 
لا Гар ns, Derbes amd Nef song, р. би; New Türk 20644, no qo‏ و- )25 pp‏ 

pu ملا‎ к ТЇЇ СС. Еее. Манга маз). pa ў Ul, рг (С. Маайа and 

A Ста 

Formerly known as the Feron-Stoclet leaf, this 
folio with the donor's portrait was purchased by 
the Pierpont Morgan Library in 1998 to join the 
Marshal Oshin's Gospels from which it was taken 
(cat. 298). The рап preserved inscription, which 
matches the data from the colophon of the latter, 
enabled this atmribution Бу Sirarpie Der 
Nersessian (1970) and is generally accepted. 

The leaf shows the Enthroned Virgin with the 
Chnst Child spreading her mantle to shelter 
Oshin and his children kneeling before her. 

The bishop, whose elongated figure stands out 

in the background, introduces the donor; 

his nimbus and garment, ornamented with 
French-borrowed Heur-de-lis, point tà a royal 
engin and enable him to be identified as 
Archbishop John, half-brother of Het‘um I and 
the uncle of King Leo II. 

The composition shares some iconographic 
features with the portrait of Prince Vasak with 
his children (Armenian Patriarchate, Jerusalem, 
мз 2558, fol. 428), in which the Madonna della 
Misencordia leads the knecling donors towards 
the Enthroned Pantokrator. These two 
manuscripts produced by the same workshop 
at the same time raise the question of the 
introduction of the Madonna della Misericordia 
in the Christan. East, as they offer the earliest 
dated examples and are among the carliest pieces 
of evidence for this 1conographic type of the 
Virgin, preceding even the Madonna of the 
Franciscans painted by Duccio around 1280, 
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The Madonna della Misericordia originated in 
Нам in the first half of the thirteenth century and 
was quickly appropriated by the mendicant orders 
who brought this iconography to the Eastern 
Mediterranean, as indicated by the Carmelite's 
Virgin lorm 5t Cassianos in Cyprus. Rather than 
а specific connection between the Madonna della 
Misericordia and the Franciscans (Evans 2001, 
p-251), this iconography seems to have had a 
significant impact among Christians of different 
confessions in Cyprus and Cilicia (Carr 19958. 
p.348). The frequent representation of that 
iconography of the Virgin in headpieces of legal 
documents, mainly in charters of confraternities 
(Vignola 1900), suggests that the formula 
elhiciently expressed collective piety. 
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Marshal Oshin's Gospels 
Sis, Cilicia, 1274 

"archiment, 24 ж 21.2 cm; 320 folios 
The Тйстүжин Mong ملا‎ New اا‎ Parches in اپ‎ жек. nen سو‎ m 7 
ruris банан by Patches T. Balanin Сезана, ساسېېوا‎ «Ведах, اه‎ ые 
۱1927 punc шені by | ٣ ۸١ سو ه‎ fenum Мин | 11 сет, Це, aa 

паліта ووه‎ Dey Serena وې‎ баған لور‎ pip Mis: ala, Der 
E дем бис مرم( حدم‎ зу تپ‎ 
mot. New York нууд, ma fg, ې‎ нүү ٤ و لم‎ Н С. وص‎ New Үад, ann 

(C. Ммийна‏ الوم یله« وهو Малынын‏ ,سه ул. pp бо гч И С.‏ سه 
Although preserved in good condition, this‏ 
manuscript has suffered losses, especially fram the‏ 
initial quire of the canon tables and its portraits of‏ 
the Evangelists. [1 contains the letter of Eusebios‏ 
the‏ ,اوس (fols 1v- 2), а pair of canon tables (fols‏ 
decdicatory pages (fols 67- 7), the portrait of John‏ 
dictating to Prochoros (fols 62-7) and a senes of‏ 
ornate letters introducing the readings throughout‏ 
the book. This is one of the most lavish works to‏ 
have been produced by а scriptorium related to‏ 
the court of the Armenian kingdom of Cilicia,‏ 
which developed after the accession of King Leo‏ 
П (1270—89); unlike most of the manuscnpts of‏ 
this group, Marshal Oshin's Gospel-book is dated‏ 
by the scribal colophon which states that it was‏ 
produced in the capital Sis.‏ 

Oshin, whose title reflects the use of Frankish 
terms among Armenian anstocracy, was the uncle 
of Leo's wife, Queen Keran. Oshin's Gospels 
present close connections with those ordered by 
Queen Keran in 1272 (Jerusalem, Armenian 
Patriarchate, м5 2564). The scribe Konstandin is 
most probably the same, while the illuminations 
of both manuscripts share a taste for de luxe 
gilded ornaments and brilliant enamelled-like 
colours. 

The dedicatory pages record, like a colophon, 
the prayer for the memory of the donor and his 
relatives, alive and dead: the text is magnified by 
its metrical composition as well as by the 
monumental display within symmetrical 
architectural settings. Such dedicatory pages, 
displayed at the end of the preliminary quire 
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alter the model of the canon tables are a feature 
of Cilician anstocratic manuscripts, first 
experienced in the senptonum of Нэт 

on the Euphrates, the See of the Armenian 
Catholicos. The decoration of Ом х dedicatory 
pages is characteristic of the courtly elegance of 
the manuscript and the visual syneretism of the 
workshop: in addition to traditional spandirels, 
birds and fighting beasts, the рд онч arch, 
probably of Islamic ongin Simsek 1998), houses 
a deuhle-bodied harpy, who may come [rom 
Romanesque sculpture 1 есіегед-Магх 1997, 
p.202). 
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Four Gospels with the Virgin and Child and 
donor and Mary Magdalene, folia 257 
Village el Shikhak из the ксле ol "Гал, imi the Church of 


St Sarga, В September 1111 

Paper, written in Lange Маг sert; 23 аны, ga = 23 cm 
Ты Job Кушай Library, Гнцетшу of Ман һемет, өвс no. Aem. 10 
тыштан خی هه‎ Tes Bice нийн Der Nerei tjr); مامت‎ 
Flaman кууу; Laden зар, “утва ټول‎ Банк jon, pp 97% 4. London zug] 
— 

The scribe, Yovhannes the priest, states that he 
completed the copying of his manuscnpt on В 
September 1313 during the reign of King Oshin 
(1307 —20) and secks prayers for the sponsor of 
the manuscript, Lady T'amam khathoun, whose 
portrait is on folio ga, standing next to the 
Enthroned Virgin Mary and accompanied һу 
Mary Magdalene. The inscription above her 
head contains her name and the legend next 

to her shoulder states *she [had] this Gospel 
made". 

Some time between 1313 and 1517, the 
manuscript was 'rescued from captivity for 10 
flonns by the Armeno-Georgian aristocratic 
family of the Vikhikatsi of the Bagradit dynasty, 
who at the end of the tenth century had settled in 
Task (modern Erzerum). The Armenian and the 
Georgian churches did not endorse the decision 
of the Council of Chalcedon in 451. In 608 or 609 
the Armenian Church broke with the Georgian 
Church and excommunicated the formerly 
Miaphysite Catholicos Koriwn I, for his adoption 
of the Chaleedonian doctrine. The overwhelming 
majority of Armenians entering imperial socicty, 
pomariy in the tenth to twellth centuries, when 
they formed a significant portion of the ruling 
class, had adopted the Chaleedonian profession 
of faith. However, although they had adopted the 
Greek faith, there were some among them who 
retained their ethnic memory and continued to 
use Armenian as their language and support 
their ethnic heritage among them ‘leaving aside 
аз sell-evident the cases emperors (Leo V, 
Romanos І, Lekapenos, Jahn І Tzimiskes, or 
Basil 1) or imperial ecclesiastical figures Michael. 
IL, Kourkouas Oxcitas (1143 740), and individuals 


like Eustathios Hoilas (1059) and Protos of 42 


amd G гедогу 


РаКомилатов (то ЫГ (Vryonis 1957]. 


Сили Lavra Vheoktistos (1045) 


The unique features of this exceptional 
manuscript are that the entire text of l 
xL of the Gosp 
Gospels 
ations have 
, and the saints depicted 
in the miniatures are those representing the 


is ۱١1 classical Armenian, the illumin 
inscriptions in Georgian 


Church before the schism of 451. 
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Miniature with St Luke and Theophilos, folio 4r 
Monastery ol Grner Fh Armenian kingdom of Cilicia 


(агч century 
Parchment, ناه‎ ж 12 сіп 


ара‏ ونب بې Rie‏ مه وې شارت 
St Luke is seated with his right hand stretched to‏ 
receive the letter insenbed with the words ‘And‏ 
behold! Jesus commandeth'. He holds his Gospel‏ 
between the folds of his cloak and feet resting on‏ 
a stool studded with precious stones, The initial‏ 
words of the Gospel just visible are inscribed on‏ 
the open codex in two columns and his name‏ 
'Sourb Ghoukas' above his head in large capital‏ 
letters. The contrasting costumes worn by the two‏ 
principal Bgures emphasise their different social‏ 
status. St Luke is wearing a simple cloak and‏ 
sandals, while ‘the most excellent Theophilos’‏ 
(St Luke I, 2) wears a red mantle with hems‏ 
studded with jewels, crimson shoes and stockings.‏ 
and accompanied by a servant. In accordance‏ 
with the Armenian Synaxary “St Luke wrote the‏ 
Holy Gospel, which is called after him, for a‏ 
Roman prince named Theophilos’. Similar‏ 
imagery ts found in the following Armenian‏ 
manuscripts: Jerusalem Nr. 2563 (dated 1272);‏ 
Erevan, Mat. Mss Nrs. 9422 (thirteenth century)‏ 
and Хг.7742 (dated 1347). |‏ 
"The miniature is so purely Byzantine in style,‏ 
that one could easily believe it ta be the work of a‏ 
Greck artist, were it not for the inscription in‏ 
Armenian. The deep colours, and the way the‏ 
bodies are modelled with sure brush-strokes, show‏ 
a remarkable resemblance to Byzantine court‏ 
works of the tenth century’ (Kurz 1964, p.275),‏ 
although the far-reaching differences noted by‏ 
Oto Kurz render precise dating ‘impossible until‏ 
a close and dated parallel can be found’. At the‏ 
moment this ‘remarkable miniature remains‏ 


isolated! (Kurz 1964, p.275; Der Nersessian 1993; 


p.92). 
ҮНІ) NEREREREIAN. 
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Four Gospels with Christ Blessing, „ lio бог-тог 
Cilicia, 1299 

Paper, د‎ t, folios, #4 » 13 cm 


EAM 022 DILE سه‎ ж 


— | 


TIT Ў Па ие iiy (іне, Илэн ٢ 


чү T її Іаана aeri ors пази аналаў 
1 


ur шын! ٠ им 
1! 


сөн were 
414 
үс fall. pate portrai (folio 7b) ef Christ blessing 
ye 7 і 
1 him sitting оп а cushion with a red book in 
ұз 1 а 5 Эр 
-)| 1 The symbols of the Evangelists are 


as supporters. The inscription in 


крем 
ШЫ! 


helow, almost | 
large letters around Christ's figure spells, above, 
arge И 


пак A[stoua| DS ‘Lord God) and, below, 

٢٢ К. [па] Я (Jesus Christ), Above the 
cushion ін small letters are the terms Manuel (left) 
and Mesiay right) [Manuel and Messiah]. The 

al Armenian is written in regular 
holorgir script The four Gospels were copied by 

the scribe Partagh, son of the priest Nahapet in 
i249. The manuscript was renewed and rebound 
hy Step'annos, as а memorial ‘to his immature son 
Basil and spiritual father and master Simeon’ in 


rent in classic 


1427. 
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A Miracle of St Menas 

Nubia, 1053 

Parchment5.5 » то спу ІН нэх 

Tie Brod Library, London, Or. Glo? 

тика АУЕ, шиний وص‎ a чинэ сг єг buried jm the mount اص‎ Ёл im Upper 
Egypt, зімі purchased bre the Trustee of dhe Brush Минин, لامو‎ 

нетер &Errkkwcrr Муса (ARG, різіге 16, ې‎ Basler мину, Daltan iii, 
pp اسا‎ 3, Linwion ууй, паң, ріҙ; Vaciisaden їн, na ик р. 240) Вагсеіыца. 
prp no- 241. qb. Paria анд, mos j - fi, م‎ дит, Limon 005, p. 

St Menas (fol. гоа) is on horseback and wears 

a tunic, belt, and cloak, parts of which are 
decorated with a braided bordering, and holds 

m his пан hand a long spear, whose tipis 
tumed towards the ground. It is significant to 
note that the end of the spear-shaft is not in the 
form of a cross, as is usually the case in Coptic 
pictures of military saints on horseback, e.g. those 
of St Theodore and St Victor (Hyvernat 1888, 
pls б and 17). Above his head are three “crowns 
of light incorruptible, like those of the Holy 
Trinity’ (Book of Acts of Saints, ms Or. 689, 

fol. 74b IT), the one in the centre being 
surmounted by a Coptic cross. To the right, 

at the foot of the page, is the figure of a bearded 
man grasping the left forehoof of the saint's horse 
with his right hand, The popularity of Menas is 
attested by the saint's images preserved in stone 
and ivory as well as on pilgrim flasks, made 

near the sanctuary, but found all round the 
Mediterranean: from Alexandria to the Upper 
Nile valley, from Egypt to Greece. 

The kingdom of Nubia was converted to 
Christianity between 530 and 58o through 
sponsored missions from Byzantium during the 
reign of Justinian І (527-65), but the Arab 
invasions in the seventh century isolated Nubia 
from Byzantium, although Greck continued to be 
used in inscriptions and Byzantine influences on 
church art persisted, Christian Nubia rema ned 
independent until 1323. "The book has the Life of 
St Mena, or Minas (faithful and blessed), and a 





sermon on the Canons of the First Ecumenical 
Council of Nicaea (325). The language is 
considered to be one of the native African dialeets 
used by the Nubian Christians of the northern 
Sudan. "The manuscript isin fact one of the very 
few remains of the literature of the Church of 
Nubia, and linguistically is of the greatest value’ 
[Budge 1009, p.1). 
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The Four Gospels with title page of St Matthew's 
Gospel, folio 1160-1177 

Мила, 1308 

Paper, 26.4 ж 19.3 em; i66 folios 

Ты British Library, London, (x. gar 

аллагын авва rum pios, وا‎ түй, pp гу p Wedalan لیم"‎ нө еу 
pie 

The Gospels are preceded by the Euscbian Canon 
tables and the title pages of the Gospels are blank 
rectangles coloured yellow instead of the gilded 
illustrations of the earlier manuscripts. The Arab 
conquest of Egypt іп 649 seems а fairly innocuous 
event in Christian sources but it resulted in the 
gradual disappearance of Greek as а spoken and 
even as а liturgical language, and the substitution 
of the Bohairic dialect of Coptic as the liturgical 
language during the Patriarchate of Gabriel П 
(1132—45) finally put an end to the Byzantine 
Corts to control the Church and opened a new 
era in the history of the Egyptian Church. By the 
eleventh century the Copts became bilingual and 
finally Arabic-speaking, retaining Bohaine for 
Scriptures and service books, accompanied by 
Arabic translaton. In this bilingual Ворагіс- 
Arabic copy of the Four Gospels, the Arabic is 
presented in а parallel column to the right of the 
Coptic text representing the opening page of 

St Matthew's Gospel (folio 8), 
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Gospel lectionary with the Holy Women at the 

Sepulchre and Christ's Appearance to Mary 

Magdalene, folio 0 

Syria or Mesopotamia, around i226 

Tempera on paper; bold estrangelo script, 47 x 36 ст: 264 

Folios 

The Наша ,وه سلا‎ Lamon, Al. مډ‎ 

аи веле Barman: Малы ip gi Мъж Вяра صن‎ Kira digi, тыз د اا‎ 

үр, шту мб реді سسطقصدا‎ игй, مه‎ пу, لمع‎ ШІ. (өз. وډ‎ Мече Ұсай нуў, ها‎ 

$54. М Танин aos, nin. eye, p. eem Lamien ,وه‎ ris 12% 

Ап inscription in gold letters on blue at the end 

of the Easter Lection (fol. 185) records that the 

manuscript was copied during the prelacy of 

Mar (abbot) lwanmis, ‘patriarch of all the universe’ 

(1208—20), and Mar Ignatios, katolikoa of the 

East (1216-22). No location is indicated, but the 

manuscript is almost a twin of a lectionary in the 
'atican (Syr. 550) completed on 2 May 1220 in 


the Monastery of Mar Mattei, near Mosul in 
northern Mesopotamia. 

This opening shows two events, Christ's 
appearance to Mary Magdalene and the Holy 
Women's visit to the tomb, combined in a single 
composition, The inscription in the picture reads 
‘Our Lord Jesus Christ appears to the women’ 
and “The angel on the tomb’, According to Hugo 
Buchthal, the explanation for the composite style 
af this manuscript is that, as early as 1180, the 
Arabs in Syria appropriated the Byzantine 
style of form, а pictorial tradition that was 
Mediterranean in character, though Islamic in 
its outward appearance: "Byzantine illustration 
treated in the Arab style shows the adaptability 
of Byzantine imagery to local tastes and styles" 
(Buehthal 1640, Leroy 1964). 
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А book of homilies, folio 17 
lini edlharbrya, Ғаушті, «ний of Cairn, off до 
Parchmeni, 17 = 27.5 erm; ай Folios 
The Цена Library, Londen, Or бу 
аа ан {Чишш ШАША ЧЫ ди 
The manuscript comprises several distinct texts, 
which at some time were secondarily united and 
bound in their present order. All parts are by the 
same scribe and written in identical style: (1) The 
Repose of St John the Evangelist; (2) Gregory of 
Nazianzos, Homily on the Devil and St Michael 
Archangel; (3) Epiphanies of Salamis, On the 
гїп Mary; and (4! Cyril of Alexandria, On 
the Virgin Mary. 

In fol. tv, the central figures in the 
hagographical texts assembled are St John and 
the Virgin Mary. St John is represented standing 
holding د‎ book, probably his Gospel, and the 
Virgin is suckling the Christ Child. Although the 
Virgin holds her breast with her hand, her index 
finger is extended pointing to the Child, who is 
stated frontally, and she is seated on a throne. 
This imagery may be 3 modification of the 
standard Byzantine imagery of the Virgin as 
Hodegetria (one who shows the way), in which the 
Virgin points to the Child as the Messiah, shown 
as a small adult rather than an infant. Philotheos 
the deacon, copyist and artist, records in the 
colophon placed below the frontispiece that the 
manuscript was copied in Ihrit el-Gharbiya, 
Fayum, south of Cairo, between ود‎ August 989 
and 28 August دوه‎ 
VERE] NKRAESSLAN 
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Fragments of a dish 


Syria, end of thirteenth first half of шесі century 
Yellowish раме, white slim, ранні wih blue, black, turquoise 


CATALOGUE ENTRIES 3027 406 






аги! brown under transpanem стеети glare, maximum 
length 31cm 

Benaki Мингэлт, Atem im пън ity 

مووا همه пац‏ 

Шы يه سه‎ tis’ а 
The fragments were part of a large dish painted 
with the Deposition [rom the Cross; An additional 
fragment in the Museum of Islamic Ап, Сант 
partly shows the Virgin embracing her son's body 
with great emotion and laying her face against his. 
This was a popular image of sorrow in Byzantium 
The two Marys on the dish are shown with the 
emotional gestures normally associated with the 
Crucifixion scene, 

While the iconography is closely associated 
with Byzantine models, the overall 6 
demonstrates the Islamic cultural environment of 
Easter Christianity. The facial features with the 
slanting eyes are found in thonteenth-century 
Muslim, Synac and Сорос manusenpts, as well as 
on Syrian underglazed pottery, where the dotted 
halos and the profile of the dish are also 
encountered. But the chronological frame 15 
provided by the influence of DI-Khanid patery, 
evident in the raised and dotted white leaves on 
the background, the decorative lotus panelling of 
the exterior and the Chinese cloud scrolls 
surrounding the hovering angels. It is most likely 
that the strange, non-Christian depiction of St 

John shown with dishevelled hair, resembling the 
mourners on the Great Mongol Shah-Nameh, is 
of the same Mongol provenance. 

Chrisaan subjects are depicted on thirteenth- 
century inlaid metalwork and glass and evoke the 
vitality of Christian communities in the Middle 
East during the Late Ayyubid and Early Mamluk 
penods. The few inscribed pieces show that they 
were commissioned by Muslim patrons. In the 
case of the Deposition dish a Christian patronage 
is more likely. The dish may have been either 
used for the Eucharist, as а paten in which the 
bread was held, or associated with a special 
ceremony of a monastery or a church. 
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Door panels from the Church of the Virgin, 
al-Mu'allaqa, Old Cairo 

È 13600 

Cedarwood, approximately ча x بو‎ = 2.5 cm 

Tor. [emie ні dhe Drai Meru, Locker, міл АРИЙ صا‎ i 

Miet шэг یه )ود‎ а Ний шд ац, ода ба New "دسا‎ 
тил, سو ېم سلو سه‎ ў аһ میا‎ зна. اسم‎ тайт, но пън (T. К. Thomm 
ШИ ДЕ ЕРТЕ ЕЕЕ 

These ten panels сап be reconstructed as the 
doors formerly opening into the baptismal chapel 
of the ‘Hanging’ Coptic church, al-Mu'allaqa, in 
Old Cairo, located in the southern turret of the 
former Roman fortress of Babylon (Qasr al- 
Sham). These were probably completed for the 
refurbishment of the church from 1301 to 1302, 
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following а Byzantine embassy to Cairo, Traces 
of gesso indicate that the panels were orguvally 
gilded, and quite possibly painted, making a link 
with templon icons 

Their programme of salvation can be deduced 
from a description of 1872. The panels are paired 
vertically and horizontally. Cross panels at the top 
symbolise Clirisi's рі over death through the 
Crucifixion, Below, on the right, the 7 
heads the feast scenes, above the Annunciation 
and opposite the Nativity/ Adoration. The Entry 
into Jensalem and the Ascension occupy the next 
register. Pentecost and the Anasiasis (Harrowing 
of Hell), the Resurreetion image of Easter, are at 
the bottom, Through Бариа the believer 
achieves salvauon, as do Christ's ancestors im the 
Anastasis, The broken doors of Hell, trampled by 
Christ, are juxtaposed with the pristine sanctuan 
cites of Paradise im the Pentecost scene opposite, 
immediately below Christ's Entry into Jerusalem, 
the eternal city, 

The писгаспоп of different Eastern Christian 
groups, under Islamic Mamluk rule, explains 
several elements of the doors, Sunilar spiky leaves 
appear on Sultan Lagin's pulpit in the mosque 
of Ibn Tulun of 1296. The rich narrative detail 
derives from apocryphal sources in Coptic, 

Syriac and Armenian. Certain fearures of the 
Nativity/ Adoration, including the oriental 
headgear of the Мар, relate to the same scene on 
a templon screen at Sinai attributahle to а Syrian 
Melkite (Byzantine Orthodox) artist, while the 
Anastasis relates to an icon at Sinai. The book 
held by the Virgin of the Annunciation i Western 
in origin, while the fur tunic of John the Baptist in 
the Bapusm, and the tonsure of an Apostle in the 
Ascension, are Byzanune, 
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Casket 

Norman Sacily, twelfth century 

Ivory, painted and дэ! gli copper hinges, o» 127 ст 
Бела) Misseum, Aena, iv مو‎ йл 

тантала scoped ei Гага, місу 

алыстан Rafat Сан! мү mes. асар smsk, تمه‎ гүү, [з най 

This rectangular casket with a pyramidal 
truncated lid decorated with painted and gilded 
omamentation is Constructed from thin ivory 
plaques that are secured together by ivory pegs 
and gilt-copper mounts. Medallions with an 
arabesque design or peacock birds on a 
background of red dots, reminiscent of metalwork 
punched decoration, are the main decorative 
theme. The rest of the surface features pairs of 
birds and small circular motifs scattered 
throughout. The frieze of the lid bears an Arabic 
inscription written in a poor cursive script, The 
content of the inscription is probably benedictory, 
the first word being 'glory' and the second 
perhaps ‘constant’. This conforms to the standard 


Form ob miesenptions that prevailed on works of 
an of the period, expressing general wishes and 
well-lemg to anonymous owners. 

V he casket belongs to à group of about 200 
мин h objects, ol saris د‎ Ша arc 
characteristic of ivory production auributed in 
Norman Sicily of the twelfth and thirteenth 
centuries, They are distinguished by a relative 
homogeneity in decoration and sul песі-планер 
which also includes Christian iconography, ; 
affiliated: however ta the Fatimid style, Such 
caskets were probably used ta store jewellery and 
other precious objecis and a number of these 
ended up in European church treasuries, along 
with other works of Islamic art that were regarded 
as precious im the medieval period, 

Sicily remained under Muslim rule for almost 
two centunes = from the ninth until the end of the 
eleventh century. When the Christians regained 
power over the island uncer the Norman kings, 
Cultural and artistic production there was an 
amalgamation of час art with the Christian 
artistic heritage of South Italy and Romanesque 
France as well as Byzantium. Works of art 
influenced by the Islamic aesthetic, and in 
particular by Fatimid art, continued to be 
produced throughout the twelfth century, as is 
attested by the existence of a variety of examples, 
Irom portable objects such as this, to such 
monumental works of art as the painted ceiling 
of the Capella Palatina in Palermo, 


МІМА, МОБАГТ CHE 
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Candlestick 

Konya, second half of ۱١ century 

Brass, cast, engraved and inlaid with silver, 20,1 к 19.5 cm 
Arnaki Mirum. Аена. шту no gag 

وون مه Ааа туйо,‏ ,وا نام وز үр!‏ اې 
The candlestick has a distinctive concave body‏ 
and socket. The decoration consists of several‏ 
epigraphic bands with benedictory inscriptions,‏ 
written іп a variety of scripts, including an‏ 
animated cursive script on the neck and a large‏ 
figural frieze on the body, It contains four‏ 
roundels alternating with cartouches and linked by‏ 
cight-lobed rosettes, all set on a dense arabesque‏ 
background. The cartouches enclose birds of prey‏ 
attacking birds, while the roundels contain |‏ 
individual figures, part of an entertainment scene:‏ 
a seated figure raising a drinking cup, two scated‏ 
musicians, one playing а small lute, the other a‏ 
large harp, and, finally, a standing figure dancing‏ 
and holding clappers in his hands,‏ 

The candlestick belongs to a group of more 
than 50 known pieces of similar dimensions and 
shape; they are distinguished by their wide variety 
of figural decoration that draws freely from 
Byzantine, Armenian, Georgian, Crusader or 
Western European sources (Venice 1063, nos 7 








| 
| 











(ІК. Маг), Several iconographic 


ah ppt Ге Benaki candlestick 


| epiraphi features 0 cand 
ТІ | d with à сап сын kan the Victoria and 
jm alil et 


iet 1 London, amd another in the Los 
пач County Museum. but their plac eof 
4 тийх шае іх rot known. ۴ mixing of styles 
uF ihe morc hyp" al Islamic repertoire ol courtly 
emiertainment characterises the art of the Seljuqs 
of Kum. Two cu ullesticks carrying Mlewev 
verses, апа thus associated with Konya (the 


Byzantine 
jrast some of the с 
Sultanate plausible (Melikian-Chirvant 1987). 

| All candlesticks of this group that can be 
traced originate from "Turkey and the majority 
of the pieces are still preserved there, Two 
candlesticks in the Athonite monasteries of Раш 
and Docheiariou are exceptions (Thessaloniki 
10970, 1.9.28, pp. 3223 | A. ВаШап]). It is not 
known, however, how they were acquired. The 
si Paul candlestick serves as а base for a Venetian 
cross and was acquired after the refoundation of 
the monastery in the 13809, There is an interesting 
clue to explain how the candlestick came to be in 
the Monastery of Docheiariou. The monks owned 
а boat and travelled for commercial reasons to the 
ports of Africa and to Constantinople, where they 
may have acquired the candlestick. 


Iconium), make the attribution ol at 
andlesticks to the capital of the 


ASMA RALIIAN 
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Lustre-painted bowl with giraffe 


Egypt, late tenth-early elevenih century 
Earthenware painted in lustre colours over a glaze, 
diame 24 crm 


Benati Muarem, Asher, ans. to 745 
е مرک‎ M 007 parbi Рын вуды, ما واا‎ poros 
dps 16, раза, صاعلا‎ Berg igi pp үү ها باق‎ ni Вай жәні, 
This ceramic bowl, which has been restored and 
repainted in areas, has a monochrome lustre 
decoration over an opaque glaze. The central 
theme is a girafle shown between its groom and 
a tree, on à background filled with contour panels 
with the design known as 'peacock's eye’. The 
figure of the groom is shown in motion, as if 
walking out of the rim and looking backwards 
while holding the animal on a leash. He wears 
а short tunic, а turban on his head and boots on 
his feet while tiraz bands decorate his arms and 
headdress. The giraffe wears а saddle decorated 
with а palmette scroll and is portrayed following 
the groom. The tree is curved and skilfully fills the 
space behind the animal while following the shape 
of the bowl. The reverse displays concentric circles 
and loosely applied strokes. 

An inscribed fragmentary bow! with the 
name of the artist = “the work of Muslim (Ба al- 
Dahhan' — is conserved in Cairo and displays the 
same scene but in а double mirror image | 
Meinecke-Berg 1999, ۸.35 7 The similarity 


in the design of the two bowls is striking, leading 
to Ше assumption that the Benaki bowl was 
created by the same artist. The same signature 
appears on a dish fragment in the Benaki 
Museum, Athens, with additional information 
which indicates that the artist lived during the 
time of the Fatimid caliph al-Hakim 6ووا‎ 1021 
(Philon 1980, по. доц. p.198), thereby dating this 
bowl to the same period. 

Giralles were regarded as exotic and 
prestigious animals and аге frequently 
mentioned in medieval texts. Customarily, 
they were brought out to impress either caliphs 
an festival celebrations or ambassadors. On other 
occasions they were sent as gifts to neighbouring 
courts, as the giraffe and the elephant were to 
Constantine ІХ Monomachos by al-Mustanar in 
1053 (Ševčenko 2002, p.771. 


МІМА MERANTI 
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Bowl with leopard and trainer 


Egypt, eleventh century 

Earthenware painted in lustre colours over û glare, 
Чапасіет 24.3 спі 

Встъа Museo, Ата, шуу مو‎ 14111) 

FAuvrRANCE arpar) из Egypt; بې‎ 

SELECTED игини Бан 1980, وا‎ alo гін, Barr ing. Маги ае Berg 
جوم‎ Па Dl, م‎ уук. Puna مه مهه‎ gy, pe қ Dalban isla, е үү, рь ру 
This fragmentary bowl, which has been restored 
and repainted in areas, is decorated with lustre 


painting over an opaque white glaze. The inside 


of the bowl is treated as а painting surface with no 


divisions. Although the central part of the bowl is 
missing, it is possible to suggest, from surviving 
imagery, that it contained a leopard accompanied 
by its trainer, probably an old man. The leopard 
is shown siting on its back legs while the man 
kneels. The man appears to be bald, and wears 

à belted tunic with огах bands and boots. 

A swirling palmette tree is used effectively to 
create а background for the scene. The reverse 

is decorated with lustre circles and strokes. 

"The task of reconstructing the design was 
made easier by basing it on other works of art 
from the Fatimid period with which it shared 
certain similarines. For example, it حا‎ possible to 
relate the figure of the leopard to that carved on 
the rock-crystal ewer inscribed with the name of 
the Caliph al-Aziz (975, 996) that is today kept in 
the Treasury of San Marco, Venice (Venice 1993, 
по, 6i, p.153). The animal appears to be standing 
in а similar posture and has Из tail curled around 
its hind leg. Furthermore, an image of à man 
carrying a basket on a fragmentary dish in the 
Keir Collection (Richmond, Surrey) displays 
similar facial features and clothing details to the 
trainer (Watson 1988, по Су, pp.149— 50). 

This bowl belongs to а group of ceramic 
wares representing scenes of everyday life at court. 
During the Fatimid period, leopards were 


regarded as rare and exotic creatures. They were 
objects of admiration at the caliph's court and 
were used in the royal hunt. As they evoke an 
image of authonty and prestige, they may have 
heen portrayed only on luxury items. 


MEN 4. міз АГТІН. 
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Lustre-painted bowl май cup-hearer 


Egypt, Eleventh century 
Earthemeare ги на Ініге colours over а glare, 
diameirr ай cm 


Вам Masa, Athena. Чет ne anh 
FEKE увита Гдүрн ял dn 

Stacie په‎ v РАТА په‎ у سه‎ ani و مه‎ PT lain "شه‎ 

тз دو‎ qid 

This fragrnentary ceramic bowl, which has been 
restored and repainted in areas, has monochrome 
lustre decoration over an opaque glaze, It is 
decorated with a seated barefooted figure on a 
background ornamented with a dense palmette 
scroll, The figure, shown in three-quarter view, 
has long hair kept together by a headband, and 
holds a conical cup in one hand. He is dressed in 
an elaborate tunic decorated with cross motifs and 
large palmettes; the sleeves bear schematised tiraz 
bands. The reverse of the bowl is painted with 
lustre circles and strokes. Inside the footring are 
[aint traces of the artist's signature, probably the 
name Tabib. 

This popular theme is the subject of two lustre 
dishes in the Museum of Islamic Art, Cairo, that 
display the cup-bearer figure sitting cross-legged. 
One is signed with the artist's name, Ja'far, and 
displays a figure with long braids holding two cups 
and clad іп a dress decorated with large palmettes 
rendered in a stylised manner (Grube and Johns 
2005, no. 14.5, p.115). Іп comparison, the other 
Cairo bowl, which is unsigned, shows а cup- 
bearer with similar features on a less crowded 
background. The treatment of the clothing is 
closer to the Benaki bowl in that it exhibits an 
artempt to achieve a realistic representation in the 
costume which follows to same extent the form of 
the body underneath (Paris 1998, по 35, p. 111). 

The cup-bearer is part of the iconography of 
court figures engaged in everyday activities such 
as drinking, playing music, dancing and hunting 
wild animals. А recurrent theme in the Fatimid 
artistic tradition, it is found not only in ceramics 
but also in woodwork, ivory, textiles and painting. 
This iconographic cycle is particularly popular 
during this period when artists show an interest 
in the human form and, although they arc 
continuing the Abbasid painting tradition, obtain 
a higher degree of naturalism reminiscent of Late 
Antique prototypes. 


MINA MCHRECATT OL 
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The Monastery of 


St Catherine at Sinai 


313 

Icon with Christ with 55, Sermos and Bacchos 
Constantinople, sixth or seventh century 

Encaustic зан! gold on pine, 28.5 ж 41.8 ста 

The lesen алы Varvara Кӛмленіш Xirom له‎ Are, Kev, m mo n 
ратай лиа ыта bey Arr аціх Parji түнт ги the Мантайкту 
if Sy Сайта, Moun| білді, ме Кан اسمهرسوماسه عا ار‎ кты гү 

111.671 атаана. Wem bs. pp 28 aei Feki (rg. Lie يېا‎ 
san, وودد مھ‎ (T Майне) 

Sermos and Bacchos are shown as very youthful 
saints each wearing a gold chiton with а carmine 
clavus and a white chlamys held in place with a 
gold clasp. They have large ornamental gold 
torques (mamakia) around their necks, signs of 
their officer rank in the army. They hold martyrs 
crosses because they were executed іп Syria in 
around 300 after refusing ах Christians to sacrifice 
to Zeus, Both saints were very popular in the cast 
as healers and defenders: Justinian and Theodora 
founded a monastery and church in their honour 
at Constantinople, their cult centre was at the 
pilgrimage city of Sermopolis (Rusafa) in the 
desert north of Palmyra, and the treasure of 
Kaper Когаоп, à village in Syria with a church 
dedicated t0 St Sergios, might have included 

the Annoch Chalice (cat. rg). 

The medium of the painting 18 encaustic on 

woad; the panel has cracked horizontally and the 
paint surface has been retouched in several places 
(the saints’ names were added later). The thick 
impasto style of the painting ts very similar to 
one of the carly encaustic icons at Sinai with the 
Virgin and Child, angels and two military saints 
(Mathews, in Los Angeles 2006). The precise 
dating of this Virgin panel is а matter of debate, 
although there is agreement that the style belongs 
before iconoclasm and in the sixth or seventh 
century. One speculative argument is that 
Justinian, as the founder of the present monastery 
between 550 and 565, sent а set of icons to adorn 
it. This is the basis for dating several icons, 
including this one, to the sixth century and for 
suggesting them to be the work of the artists of 
Constantinople. Others suggest a seventh-century 
date for this рапс! and a possible provenance in 
onc of the cult centres. 

MONIN CORMACK 
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Icon with the Virgin and Child 


Сапмапішаріе, sixth century 
Encoumic and gold on larch, 35.4 x 20.6 cm 


The Balkan агы Varvara Баш аво Aussun #4 Arr, Kirs, аушы هه‎ 
Fone مهتم‎ вер сша не Гїнүйгүгй speak frm ilr Млечин гу 
а Ma Caterer, Alina Мәні, مها‎ Kier іт the үчүн  ашэглеэтий страў 
LAC ан сва Virzrrmar раі, miigh 911 Алығта aoo, nei d, ppo364 7 5 
ІН Crnka 


CATALOGUE ENTRIES 313 -316 


The Virgin Mary holds Christ high on ber 
shoulder, gnpping his bod tightly in her crossed 
arms, Both figures look to the left, although she 
is tumed towards Christ: he holds eut his right 
hand with an open palin, This is an unusual 
composition, and not, for example, the 
Hodegetna type that becomes so common after 
iconoclasm, The vertical gold stroke 10 the right 
of the Virgin's halo has been read as a fragment 
of Greek lettering that describes her as St Магу, 
a form known in the Early Byzantine period. 
Interpretation of the meamng of the composition 
is complicated by the fact that the icon has at 
some time in its history been cut and reshaped, 
About 4 cm are missing from the left side, perhaps 
more below, and the upper part has been altered 
to ft a Gothie-style frame, One interpretation is 
that the original icon was an Adoration of the 
Magi, now severely cut down, but that does not 
seem likely. Probably it was originally a devotion 
panel of the Virgin and Child that was adapted 
during the Crusader period, perhaps by Latin 
pilgrims, because of its venerable status in the 
monastery, The elaborate punched rosettes in 
the gold haloes may belong to this period of 
veneration. There are also some modern 
restorations. 

The use of encaustic, and the stylistic 
connections with other early icons in the 
monastery that have been dated to the sixth or 
seventh century, are the basis for the suggested 
date in the sixth century and the attribution 
to Constantinople. 


RORIS CORMACK 
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Icon of St George and scenes of hus 
life and miracles 

Sinai (7), beginning of the thirteenth century 


Egg tempera and рокі leaf on wood, primed with cloth 
and messo, 127 и Bo.b cm 


The Haly Мізеігтү لم‎ 54 Catherine, Sianal 

мтастар пвечжансаа ول نا‎ sed Sitios ny yh nl. t, Eu mla, 

pp гав бр: Wiran кйш, рр. -قاو‎ n: اسنمسنستا‎ нг, 5 jie 
pa і, Ing ir. سن‎ wy, ۴ 117; Mew Work жиз, حم‎ 338, pp 171-1 

The icon has a central representation of a 
standing St George dressed as a soldier and а 
[rame with twenty scenes from the ma m 
and miracles of the saint. This number of scenes 
is the highest known in an icon of this type. The 
narrative starts on the upper-left corner with St 
George distributing his belongings t the poor and 
ends on the bottom night with the burial of the 
saint. There is an emphasis on his martyrdom as 
fifteen of the scenes illustrate events of it, such as 
the saint burned with torches, in the lime pit, 
scratched, on the wheel and decapitated by sword, 
This type of icon is called а vita or biographical 
icon and Sinai has the richest and earliest 
collection of such icons with saints especially 


venerated in the monastery, as St Cathe 
(New York 200), по, pp.341—4 
(м.р Sevéenka] ганд Moses (Mouriki 1995). 
We cannot be certain about the exact 
function or placement al these icons, 


rine 


Inii for the 
vita icon о St Catherine, there із evidence that 


и stood by the tomb of the saint inside the church 
at Sinai И has been argued that vita Icons аге an 
invention of Byzantium in regionis in the East 
Mediterranean with mixed cultures venerating the 
same saints but in different languages and literary 
traditions (Ševčenko 1999). 

The donor of the icon is shown in Miniature 
scale to the left of St George and an inscription 
above his head reads: ATIE TOY ٧ воне 
TON CON AOYAON IQ ANNHN) M(ONA)X(GN) 
КАП HEPEAN TON EK ПОӨОҮ KTICANTA THN 
CIN HKONA TON HBEPON ("О saint of God, 
help your servant John, monk and priest, who 
with desire commissioned your image, the 
Georgian’), 

There was a Georgian community of 
monks at Sinai at least from the eleventh 
century and maybe this icon was commissioned 
а Sinai by the Georgian monk and priest John, 
The back of the icon has the wavy black and red 
през which may indicate a production at Sinai. 
MARIA VASSILARI 
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Icon of the Prophet Moses before the Burning 
Bush and receiving the Tablets of the Law 


Sinai (7), late rwelfth-earby thineenth 757 2 | 


Egy tempera and geld leal وه‎ wood, primed with cloth 
and gesso, 132.5 х 69. спі | 


The Holy Мипайтту لاه‎ Casherine, مه‎ n 
د لت سر‎ Mr en | 
Voontepouke ig, пам 17-8, jong: За Priercbarg and London 2000, гй, 55, | 
рр аца з IV. Paride سا‎ Angeles 2066, no. رود‎ p 63 |С. شوه‎ 
The Prophet Moses is receiving the tablets of 
law from the hand of God, which appears from. 
à quadrant on the upper left corner. The Burning | 
Bush is painted at the bottom-left corner of the 
icon. Moses is barefoot; his sandals lie on the 
green ground. This composition reflects the sixth- 
century mosaics above the conch of the apse of 
the monastery church, except that the artist has 
chosen to show Moses as а young man and not 
bearded. An inscription on the bottom frame of 
the icon reads; OC ICTOPHCEN обЕОПТА CON 
TYTON AITEI CTEDANOC AYCHN 
АМПААКНМАСГОМ2 ("the person who painted. 
your likeness, named Stephen, requests, О God- 
seer, release from his errors"), Next to it an 
insenption in Arabic translates as: “Э you who 
have "en God, grant forgiveness to Stephanos 
ын painted your Virtues’, Above the Burning 
cda later inscription in Greek reads: 
TONS КҮРЕ THN WYXHN MANOY/YA 
г, Lord, the soul of Manuel"). 
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ми», PHOS! 
pris believed 
rophet Moses on the summit of 


that this icon was made Гог the 


Church of the ” 
ihe Horeb mountam (V 'ocetopoulos 1995 В. 204) 
И forms а pair with that of the Prophet Elijah 
Los Angeles. 2006, no. 28, р.194 |С. Ратрщох]), 
presumably meant for the chapel built at the site 
a the cave at Mount 7 where the prophet 
rook refuge. In the late sixteenth century the two 
icons were placed on either side of the entrance 
from the narthex into the nave of the monastery 
church (Los Angeles 2006, p. 193). 

The rear side of the icon is decorated 
with wavy black and red stripes and this has 
been taken as an indicator trademark for icons 
produced at Sinai. 


МАИЛ ЛЪВ Ак 


317 
[conestasis beam with the Great Feasts and Deisis 


5inad (>), амі іа 

Еш tempera анд gold leaf مه‎ wood, primed with cloth 

am] geo, 152:1 4 38.7 cm; 25 В x 38.5 cm [Kommesis of the 
Хэгшп! 

Tis Ной Mesagery of Se Cherm, Fenai 

LRT віра ца Sri اسو‎ бетта! beggin af, لم‎ t, Баз na rhi, vl а, 
ки аа, esae. ие уа, ра 08 би, ویک‎ Вот يړا‎ Munk инэл, p. 14-27, وا‎ 
oq Манна нитү, nos qj = 7, pisa тээ, New York چو د‎ во. all, 
+. شاوې‎ Мезі Carr] 

This is the central part of a templon beam, 

which now survives in several pieces. This section 
painted on a single piece of wood, has the Deisis 
at the centre, the Transfiguration and Baptism of 
Christ on the left, the Raising of Lazarus and the 
Entry into Jerusalem on the right. The entire 
length of the full iconostasis suggests that it could 
have been made for the templon of the central 
nave of the monastery church at Sinar It includes 
the twelve major church feasts (the Annunciation, 
Nativity, Presentation of Christ to the Temple, 
Baptism of Christ, Transfiguration, Raising of 
Lazarus, Entry into Jerusalem, Crucifixion, 
Anastasis, Ascension, Pentecost and Koimeisis 

of the Virgin), two scenes from the infancy ol the 
Virgin (the Birth and Presentation to the Temple) 
anc the Deisis in the middle, 

This section is the work of a painter with а 
distinctive style, He favours bright colours such 
ах orange and blue and has an unusual technique 
of quick brush strokes. Landscape is far morc 
important in his scenes than the architectural 
background, which is kept to the minimum. 

This ‘innovative’ style is mainly exhibited in 
this central fragment and the scenes of the 
Pentecost and the Koimesis of the Virgin. 


АҒЫ 


This disparity between scenes led Weitamann 

to suggest that three painters worked for the 
entire work. It is true that scenes, such as the 
Crucifixion and the Anastasis lack the daring 
approach to the soft modelling of figures and the 
usc of bright colours, which is so conspicumis in 
wenes like the Raising of Lazarus. Perhaps 
therefore one can suggest that the painter of 

the central section was the master under whom 
painters of à workshop operated. 

Sinai has preserved ап impressive number of 
templon beams dating from the twelfth century 
onwards (Weitzmann (9848, pp.64— 86, figs 1-17), 
which may have been executed in situ by 
accomplished painters working at Sinai hut 
trained elsewhere. 


MARIA УАБЕПАК 


318, 319, 320, 321 


Deisis with St Peter, Archangel Michael, 
Archangel Gabriel, 5t Paul 


Sinai (7), thirteenth century 

Tempera on wood, 105,7 ж 71.1 em (Peter), 105.5 « 75.5 ст 
(Michael); 105 x 75 ст (Gabriel); 04.3 ж 69.8 ст (Раш) 

The Ние Мапацегу nf Si Cadhierine, Sanai 

videt вана s ty ns EN 
rspecially p. 38 

These four panels of similar size and style can be 
reconstructed as part of a set of Great Deisis icons 
from a sanctuary screen from the monastery at 
Sinai. What is lacking from the centre are the 
three icons of St John the Baptist, Christ and the 
Virgin Mary. The main church (the байт! 
and other chapels inside the precinct and on the 
mountains around all needed icons as the templon 
screen and iconostasis of the Orthodox church 
evolved, and in the various rooms of the 
monastery are the scattered component elements 
of many different screens. The ила оп of the 
monastery today has a massive screen made by 
the Cretan artist Jeremias in 1612. One question 
is whether these panels formed a set for one of the 
earlier periods of adormment of this church below 
the sixth-century mosaic of the Transhguration, 
which has over the years been progressively 
obscured as the sanctuary has become more 
enclosed by icons, 

Each of these icons has in common the use 
of a real gold-leaf ground (many large icons па the 
monastery economised by using coloured varnish 
over à cheaper metal to ‘fake’ a gold ground), and 
the figures share many similarities of colour 
scheme and style. The angels have gold (so-called 
chrysographia) in their garments, as do Peter and 
Paul. One distinctive feature of both angels are 
the hairbands and the large ornamental red ruby 
set in gold with four white pearls held by pins; this 
same design is found in the hair of the Archangel 
Gabriel in the sanctuary doors from (naw) 
elsewhere in the monastery (саг 22). This 


opens the question of whether these icons all 
lormed part of a relatively high screen (an сапу 
iconestasts) in the До оп, erected at some timc 
in the thirteenth century. IF this controversial 
proposal is accepted, they would mark a turning 
paint in the history of the Byzantine screen, as it 
developed from the templon with ап epistyle and 
intercolummar icons into the high iconostasis 
currently best known in Russian churches 

from the late fourteenth century. 
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Sanctuary door with Annunciation 


Sinai h thirteenth cerry 
Tempera on linen over wood, 120" 34.1 cm 
amd ІН = 33.2 cm 


The Ну Manasary cd 58 وسات‎ ал Sint, ار(‎ d the live Матун 

ай يجاح‎ 

шілер cores “Чі енты аны | ви ла. ыша سم‎ WAR, ji а 

Y مهس‎ 

These two leaves of a double door are one of the 
carliest surviving examples of Byzantine sanctuary 
‘heavenly’ or ‘holy gates’. They have been shaved 
down shghtly for secondary reuse at some date in 
the chapel of the Five Martyrs, having originally 
fitted into a slightly wider opening, but like all 
such doors they were always relatively narrow, 
Over the centuries the lower parts of the panels 
have been вропей by water, due to regular 
washing of the floor of the church. 

The Annunciation (0 ХАІРЕТІСМОС із the 
standard scene for the doors of the sanctuary 
screen between the congregation and the altar 
symbolically the barrier between heaven and 
earth in the church budding. In this case Gabriel 
stances firmly in front of a low wall and faces the 
Virgin. He wears a green tunic and a pastel pink 
cloak, and his long curling hair is tied up with a 
band which has at its centre a large red ruby set 
in gold with four white pearls held by pins. The 
Mother of God stands spinning in front of a regal 
stool with а red cushion on which i thrown а 
white cloth. She is dressed also in green and has 
a purple maphonon. Her gesture ts onc of 
surprise, but the expression of her face is one of 
calm acceptance of the announcement of the 
coming birth of the son of God. 

Piatnitsky, who was the first to publish these 
paintings (St Petersburg and London 2000), dated 
them to the late twelfth century. However, a 
slightly later cate in the thirteenth century із 
possible, as is а connection with the icons from 
a Deisis group (cats 318, 419, 420, 321). 


LON CONMACE 


CATALOGUE ENTRIES 417-422 461 
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Icon of the Heavenly Ladder 
of St Jahn Klimakos 


Сапаагіпаріе er sina, [ate ۱١۱۱11 75 
Egg tempera and gold leaf on wood. primed wath 


cloth аш ges (1.1 x 20.1 cm 

Пи tidy Slower of За الس‎ Sui 

астра жеги 8 MO. А алы wn, |ғы). Fig ښوه غه لآ یغه‎ pp 4721 

би, пб New Vor 1697, no 447. د او م‎ Сатана, Lon Angeles ام‎ nn 4! 
pp зал? Benches Dormnack diera р ۱8 ва, Far i 

[ hus ts the earliest surviving icon depicting the 
Heavenly Ladder, which в the theme of a treatise 
written by St John Klimakos (of the Ladder) in th 
seventh century. John (6379 - бло) was а monk at 
Sinai, who later became abbot of the monastery, 
His text چا‎ divided into зо chapters, as was the 
age of Christ before his baptism. The text speaks 
ol the vices that a monk has to avoid and of Ци 
virtues that he has to acquire in order to reach 
Кас 

А ladder with 30 rungs crosses the 

composition of the icon diagonally and unites 
earth with heaven. On top of the ladder is St 7 
Klimakos, followed by the abbot of the monastery 
Antonios, who may have commissioned this icon, 
Their names are written in red majuscule letters 
on the golden background. Christ, hall-length, 
appears from a quadrant, which represents 
heaven, and is blessing $i John, who is reaching 
him. А long row of monks аге following St John 
and Antonios, all looking up towards heaven 


‘Those defeated by temptation are pulled down 


by black devils with the help of black chains. They 


will be punished in Hell. The mouth of Hell is at 
the bottom of the ladder and one of the monks 15 
already half way inside it, Some monks at the 
bottom гаі LE anending the сепи and агі" 
Гар Шен ӨТТІ» ١ ргаугт, мпп angels at 

the upper left are also part of the narrative, 

as they have a vital role to play in the text of 
the Heavenly Ladder. Their haloes resemble 
spinning wheels, as they are polished to 

reflect hight. This technique of burnishing is 

а charactensoc of several icons produced at 
Sinai, The back of the icon shows crosses within 
medallions, а decoration found in other twelfth- 
century icons from Sinai, with which this icon 
has been connected in style, such as the icon 

of the Annunciation (New York 1997, no. 246, 
pp.374—5 [A Weyl Carr]. 

The theme of the Heavenly Ladder is rare 
in icon painting and was first developed іп 
illuminated manuscripts with this popular text 
in the late eleventh century onwards (Wat, Gr 
304, Sinai cod. 418) 


МАМА VASSEIELAKI 


CATALOGUE ENTRIES 423 
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Glossary 


ROBIN CORMACK 





Acheiropoietos 
Not made by human hands, and so miraculously produced. 


achtiname 

Document on which the outline of the hand of Mohammed 
ія imprinted, together with the clauses of protection he 
granted, 


adrentus 

Official ceremony welcoming the arrival and reception of 
an emperor or officials into a city. The Entry of Christ inta 
Jerusalem was seen as ап айна. 


ambo 

A prominent raised platform, usually made of marble, in the 
nave of the church, from which the Gospel was read in the 
Ши, И was also used in other parts of the services, not 
only for recitations of the psalms and prayers but also for 
special ceremonial, such as the Exaltation of the Cross on 

14 September. 





Anastasis 

"Resurrection: the Easter image of the Onhodox Church, 
showing Christ breaking down the Gates of Hell and 
releasing Old Testament figures who believed in him 
before the Incarnation. 


appliqué 
А smaller ornament or device applied to another surface, 
for example a textile. 


baldachin see ciborium 


Basileus 
Principal title of the Byzantine emperor. 


bema 
The sanctuary in an Orthodox church. 


bezel 
Focal point of a ring, distinct from the hoop, often engraved 
with a design such as а monogram, ог inlaid with a stone. 


champleré 
An enamelling enamelling technique in which cells are carved into a 
metal object and filled with vitreous enamel and then ша 


cloisonné з 
An enamelling technique chHermg from champs, 2% 


The cells are ereated by soldering metal strips to the 
of the object and the vitreous enamel is poured Into these 
before i scis. 


E! 


: 
colobium xt 


Along, sleeveless garment worn by Christ at the Crucifixion, 
alter iconoclasm he is more usually shown wearing a 
loin bol, 


a —— "° m. 
confratemity жо 


А lay organisation, sometimes to help in the cult of icons, 


Deisis 1 
го the composition of Christ with the Virgin Mary and 
Sa Jolin the Baptist. 


diakonikon 
The space, often a chapel, to the right of the sanctuary that | 
acted as the sacristy, 


ekphrasis ~ 
A literary description of à work of ari, 


enkolpton F 
Reliquary with a sacred image or relic worn at the breast. 
Sometimes called a necklace, pendant or pectoral, 


фетайн 
А suff gold-embroidered piece of cloth that hung from th 
girdle to the knee, 14 


epitrachelion 2 3 
An embroidered strip of cloth worn around the neck by | 
priests, the equivalent to the Western stole. 


Etimasia 
The empty Throne prepared for the Last Judgment. | 


A brooch for fastening a tunic at the shoulder, 


. 

| 

ў 

» 
Literally a prayer or petition, the term is often used to refer і 








iconac добави. 
A apporter п! и килим Бази, wh 


үг си iens. 


jodenied the holiness of 


кешене aren En ea 
wonophile Gi iconodoule) ) 
An opponent al iccnoclasm, whe venerated images, 


на 
iconos sts 
A high screen with icons developed іп Late Byzantium, 


жм“ ي‎ ——MÓáÀ 
indiction 

The tax year (i September to 31 August), which was 
numbered in cycles of 15, starting from 312. 


nnm 
katholikon 

The таш church of a monastery, usually dedicated to the 
patron saint of the foundation. 





Koimesis 
The ‘Falling Asleep’ of the Virgin Mary, when her soul was 
taken up to heaven. [festival day 15 August]. 





lectionary 
A liturgical hook containing texts used at services, arranged. 
according to the Church calendar. 


liturgy 
In Byzantium, the Eucharistic rite, often called the 


Divine Liturgy. 


loros 
A long, jewelled scarf worn on special occasions by the 
emperor and by archangels attending Christ. 


mandorla " 
Virgin, indicative of God's power. 


Мапдуйоп 
The miraculous image of the face of Christ on a cloth which 


was legendarily sent to cure King Abgar of Edessa, and. 











which was taken to Constantinople in 944. 
А long shawl worn over the head and shoulders and ypically 
part of the dress of the Virgin Mary. уа, ue ټس‎ ж. 
tma e ul Е: 
Mer «ай 
Nes bud made vo спева an eet de 
life of Christ or the death of a martyr. -“ы 





narthex 
The transverse vestibule of a church, sometimes used for 
baptismal or funerary services, and the place for penitents. 





niello 
A black metal alloy له‎ sulphide copper silver arid lead, used 
аз a decorative inlay, especially on silver. 


nimbus/nimbate 
A halo worn by Christ, saints and even emperors and their 
wives, Only Christ has the cross nimbus. 


omophorion 
A long white scarf worn by a bishop. 


opus interrasile нис 1 
Piercecwark technique in gold. 


огапз/ огапі 

А position in which a figure is depicted frontally with both 
arms upraised. 

orarion | 

А narrow white silk stole worn by a deacon while officiating. 





A military cloak similar in form ما‎ the chlamys, when worn 
by an emperor fastened on the right shoulder with a circular 
brooch fibula). 


Panagia 


ARA the usual epithet of the Virgin Mary or Mother of 


God in Byzantium. 





Parousia 
The Second Coming of Christ 








‘Literally "р эз | act с р or reverence, 
СУ امه سه‎ caper 





prothesis: 
түтүү ketas meen Pide aene 





pteruges. 
А Ын of leather or metal strips worn below a cuirass- 








repoussé 1 
аўчын заў us а алх палата 
relief by hammering from behind. 


revetment 
A covering - in marble if for decorating walls and in gold 
and silver if for covers — to enhance icons. 


nnceau 
А decoration обет in the Form of a vire scroll. 


sakkos 

An outer lirurgical vermen worn bry bishops instead of the 
priests phelonion, usually heavily embroidered; it is denved 
from imperial dress. 


Literally scratched; two successive layers of contrasting slip 
are applied to an unfired ceramic, and seratched to produce 
an outline drawing with the different colours, 


slip к 
An aqueous suspension of a mixture of clays and other 
minerals such as quartz, feldspar and mica. 


saurotheke 00 
A reliquary preserving a fragment of the True Cross of the 
Cruecfeaan, reputedly found by St Helena on Golgotha. 


sticharion 
A long tunic worn by а deacon and the higher clergy. 


tablian 
А recrangular decorated panel attached to the edge of 
chlamys. 


templon 

А screen to separate the sanctuary from the nave, developed 
after the sixth cenrury and comprising an epistyle supported 
on columns and panels at floor level. 


Tree of Life 

Mentioned in the Book of Genesi as the potential source 
of immortality to Adam and Eve, and used symbolically 
in Byzantine art. 





tyche 
А personificanon of good fortune as protector of a city. 


Nummi ene КЕ MAE ELLIS А 
regulations of the community; the typikon. of St. Sophia 
алшы dio iral Иша ША - 
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Belgrade, Studio Serugar Publishers: fig. 47 
Berlin, © bpk / Agyptisches Museum und 
Papyrussarmmlung, SMB / Jürgen Liepe: 
Ее. 15 

Berlin, € bpk / Antikensammlung, 

БМВ пай Geske: сай 144; Johannes 
Laurent cam 121, 125, 12) 

Berlin, € bpk / Kupferstichkabinett, SMB: 
CaL гуу 

Berlin, € bpk/Skulpturensammlung und 
Museum für Вуталипие ве Kuns, 17 
Jürgen Пере" сай 7, 25: Dietmar & Marga 
Riemann: cat Б; Antje Voigt: cat.70 
Bern, Berniches Нямы ез Museum? 
Silan Rebsarnen: cat 256 

Dirmingham, The Barber [Institute Coin 
Collection, University of Birmingham: cats 
55175529 

Мерора Bon cats 4, 5, 173, 236, 264), 270, 
271.0104, 772—284. 288 
Boston, С 2008 Museum ӨГ Fine Art: cats 
37. 187 

Brussel,  KIK-IRPA: fig. 24 

Cambndge, © Fitewilliam Museum: cats 73, 
м» 

Cleveland, © The Cleveland Museum of Art: 
гайх і, а 

Courtesy of Robin Cormack: fig.9 

Delphi, courtesy of the 104h Ephorate of 


Byzantine Antiquities / Holy Monastery of 
Vatopedi, Mount Athox fig. фо 


Dijon, С MBA / Francois Jay: cat. i88 


Dublin, © The Trustees of the Chester 
Beatty Library: cat. 2592 

Edinburgh, © The Trustees of the National 
Museum of Scotland: cat. 114 

Florence, Gabinetto Fotografico / 

su concessione del Ministero per i Beni e le 
Аша Culturali, Soprintendenza Speciale 
per il Polo Museale Fiorentino: сай 15, 225 
Florence, Opera di Santa Maria del Fiore / 
Nicolà Orsi Battaglini cat 227 | 
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Geneva, © Musee d'art et « histoire / Bettina 
Jacot-Descoambes- сайх qq, ron, 181, гаа, най 
Jean-Marc Yersin: eat. ifa 


Ruben de Heer cat. 72 


Innsbruck, O Tiroler Liamdesmusecn. 
Betriebsgesellschaft m.b.H.: fig. 48 


С Dickran Kouymjan: fig. 45 
Zoran Letra: cats 220.01, 229,02, 230-235 


Liverpool, © National Museums Liverpool 
(World Museum Liverpool): cat r3, 14, 16 


London, akg-images: figs 1, до; Herve 
Champollion: figs 25, 33; Andrea елі 
fig.14; Erich Lessing: figs و‎ б; Ria Novosti 
fig. 1; Piro: fig. па 

London, € The British Library Board. All 
Rights Reserved: cats 11, 51, 56, бі, 260, 287, 
305. 204, 302-305 

London, Corbis © Wann Arthus- Bertrand: 
fig.8, © Michael Nicholson: fig. 52; € Vanni 
Archive: fg. 17 


London, © The National Gallery: 

сайх 247.01, 247.02, 253 

London, € NTPL./ The National Gallery: 
cat. 250 

London, © The Trostees of the British 
Miseum: cats 10.01 10:04, t2, 21, 22, 28), 29, 
36, 44-46, 57, 78, 101, 108, 115-118, 146, 128, 
131-133. 143, 146, 150, 151, 171, 174 179, 183, 
218, 220, 285, 307; fig. 44 

London, © V &A Images / УКА Museum: 
сав 54, БЕ, 180, 212, 221, 222 


Los Angeles, courtesy АСМА © Dickran 
Kouymjan: бр. 49 

Courtesy of Cyril Mango: fig о 

Courtesy of Thomas Р. Mathews: fig. га 
Milan, Civiche Raccolie d'Arte Applicare cd 
Incisioni / Fabio Saporetti: cat. 23 

Monza, © Museo с Tesoro del Duorno di 
Monza / Piero Pozzi cats 26, 27 

Moscow, € The State Historical Museum: 
cais 50, 266 

Moscow, C The State Pushkin Museum of 
Fine Arta: cats БЕ, 199 

Munich, Archüologische Staatssarmmlung / 
К. Rainer: cat. 170 

Andreev Mykhaylo: cam 313, 314 

© Robert & Nelson: هئ‎ 


New York, C The Metropolitan Museum of 
Art cats 10, 52, 134, 140, 142; Пр. 3; Bruce 
White: fig.37 

New York, C The Pierpont Morgan Library: 
cat 208; ери Zehavi: cat. 297 

Nicosia, Cyprus Museum of Nicosia, 
Department of Antiquities: cats 40, 41, 32, 
40-43. 122 

Nicosia, The Leventis Municipal Museum: 
cain 257, 258 

Oxford, The Bodleian Library, University of 
Oxford, © Magdalen College Library and 
Archives / John Gibbons: cat. 264 

Paris, Bibliothèque nationale de France: cats. 
49, бо, 175, 261 


Paris, © Centre des Monuments | 
Nationaux / Pierre Hamouda: cat. 67. 





Paris, © Patrick Ferrin / Petit Palais / 
Roger Ае: сан б, 71 
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Paris, RAEN: cats 70, 226: Arnaudet: 

cals 77, 200, 245; Beck-Conpola; cap gan 
Gérard Blot cat. toi; Herve ТЭМ: 
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Parma, su concessione del Миимето 

i Beni e le Aui Сайшгай/ Ес кс R 
di Rossi Lucio & C. sas cakton o 


Pisa, su concessione del Ministero рег і Beni 
с le Ашунд Culturali, Soprintendenza di Pisa 
e Livomo/Aldo Mela: сан 248, 240, 525 


Viada Popovic: cats 163, 172, 202, 215, 217 
© г008 Sarah Quill: бро 


Ravenna, su concessione del Ministero per i 
Beni e le Attività Culturali, Soprintendenza 
per i Beni Architettanici e per il Paesaggio: 


CAL 17 


Richmond, © Virginia Museum of Fine 
Ans/Ron Jennings: cats 110, 138, 201 


Rome, Archivio Fotografico Soprintendenza 

Speciale per il Patrimonio Storico Artística е 
Etnoantropologico е per il Polo Muscale 

della cinà di Roma; сай, 47 

Rome, Ministero dell'Interno = Direzione 

Centrale per Amministrazione del Fondo | 
Едикт ci Culto: cat. аай 

Sinai, The Holy Monastery of Saint 

Catherine arid the Supreme Council of 

Antiquities: cats 301, 3157323 


Sion, Musées cantonaux / Heinz Preisig: 
cat. 63 


Soha, National Institute of Archaeology and 
Museum/EKrassimir Georgiev: cat, 43 


St Petersburg, © The National Library of 
Russia: cal, 2055 

St Perersbrurg, © The State Hermitage 
Мижеши: cats 33, 216, 224, 286 

Тыны, € An Monuments Photo Recording 
Laboratory: fig. 46 

Thilisi, National Centre of Manuscripts: 
сал. зва 

Vatican City, تا‎ Biblioteca Apostolica 
Vaticani: و5 لی‎ 

Vatican Сиу, C Vatican Museums / 
Photographic Archives of the Vaucan 
Muscums; cats 48, 76, 244 

Venice, Foto Toso: cats Ва, 223 

Venice, su concessione del Ministero реті 
Beni e le Attività Culturali, Soprinenderza 


Speciale per il Polo Museale Veneziano 
Cat. 75 


Venice, per gentile concessione delle 
Procuratoria di San Marco/Cameraphoto 
Ane: cats 5H, ба, Бі, Во, Br, 176 


Raffaele Venturini: cat. 265 
Vienna, КНМ: сан 24. 7479 
Washington DC, © Dumbarton Oaks, 


Byzantine Collection: cats go, 48:10, 38.20, -- 
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Washington DO, © Freer Gallery of 
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5mithsenian Institution: fig. тіз 
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МІ referencer аге из page памы, those 
ін Вей rygor redet ade кайан plates, anal 
Ше іп цийг rype нийганг rory 

рая tities 


A 

Abel Cialiphaie аг, 410 

Миг Creal 2745 

Are 170, 271), 309, 447 

Acre, Fall аж 354 

Akobankos, Angel qu, 254. 357] 

icon with St Thambi 254, аб, 44460 
won wih the Yinga Ката nd 

СЫМ 254, аба, 49 

Айл ijenan 277 

аа навет paten with Clunst 115, 13 you 

Масат 370 

Alexander I, Tsar 431 

Alexander of T rallies quts 

Alexander the Great per, түй 

Alexandria: 1884, зу, зва, 3/2 

Alexandria, Urarversim of phn 

Alexis І Renner, Fangerror 40, iii, 
зал, 390, зой 

Мин, Lese 444 

altar tables 10) 

amphora 893, 47! 

ampulla with images of the Adoranon of 
the Ма! anal the Ascension Н, 84, 
384-5 қ 

ampulla with images of the Crucifixi, 
Resurrection and Ascension: 18, 84, 
38; 

amulets يوو‎ 165-6, yy 

Anasiasics, Emperor 58, 384 

Anatolia зі! 

Andrew, ЗА. аа ар Ж, 197; 09 

Arclronikes І, Emperor 42 

Anebromilens П Palaiabagoz, 6 
303. 458, 449 
ikos Ш Palaickoges, Emperor 393 

Androoikes IV Palainloges, Emperor 453 

Ani مومسم‎ 

мин, 241 

Andoch 164, 355, 380 

Antioch Chalice 98, 182-4 

Antoninus Pia, Emperor 47 

Aphrodite 153, 156, 382, 4096, 410 

Apollo. 76, 4 

Apostles 79, 382. 383 

Aputayli, stone khatchkar له‎ зай, 452 

Araba 7-1, ба, (6, 350 


architecture 195—7, ата 


Armenia цоо, 900, 112, 313, 440 
نه سوه‎ 

Aria, Vlacherna church 252 

Anemia 410 : 

Амын | Bagranau, King of Armenia 310 

Agia Minor af, 1—2 

Asklepas 75, 382, 307 

їтсалш 15, 410, 410‏ سار 

і‏ له سی 

Athanasics ын 

Athens ж 

Акесі аі of San Salvatore de Нагесто 

gor. لاب‎ 


B 
Bacehow, St 68, бо, 360, 364. 388, ба 


Тәнім П, King of Jerusalem 440 
Balkans 278, 308; 309, 3107 12, 314 
Basil 1, Emperor. وه‎ 

. Basil IL; Emperor go, 31, 113, 115, 39%, фи 
Basil the Great, St 35, 200, 450 
Basil der fonder 114 
Нам 68, 74, اد‎ 


' basin тай for Sultan al-Malik al-Sali 
2. Майт al-Din Ayyub 347, 314 
Mylene basin. 851 
Валіць, Junius. 45, 41 
لي م173‎ І, Sultan. 13 
Bellini, Gentile, Cardinal Меат مس له‎ 
Мігтінті ді thr Senda dela Сарий їл 
Prager au Ме ermi Кебувату 
зяў, 4H 





beili, chine завь, (22 
Пейо аг ТЕН, ji 
Herlenghoens 444 
Hanon, Ган ша! уз, 226, 293. 111 5 
Пей ее 235 
lache rad ayy 
lene 
сас 34. 0-5 
нийн Casket 104, 151 
ligumi tg, quc تا‎ 
Шиніме IV, Рори 389 
Bol аў Сваты [shi 7, БА, ага, 115, aii 
[май covers a gg, وا‎ voe дека 
Melisende الصا‎ cover gg, 148. 
Then Сини FF, 454 
Tousgarentavi Coempels 3. уд 
кез, inedia hes: mo aii 
ме سله‎ Гігереіз; rmamasa ۶ هلم‎ 
Harratlalle Герус 114, 134, үги 
lewh 143, 141 
bowl (frui with Арізггнінг 158, гъ 
bowl wath اسا‎ 148, дад 
hnal sth شا‎ тАЙ. ро 
bens] wath hopara and trainer 354. 450 
bowl wath portrait of a samt. бм}, 9%. 
388-9 
glazed bowl with representation 
of aclaneer 141. 404 
glared bow! wh à representation 
ofa labonr 298, 440 
Ееее leew! with а representation 
ага ан зай, 5-8 
flared lange bowl with a representation 
of a lud 144, 402 
glazed mall bowl wath representation 
له‎ a double-headed са е وي‎ 405 
gazed small four-lobed bowl with 
representation of a Er. 149, qu. 
49172 
large bowl 145, 403 
hate painted heo] eh cup-bearrr 


355 
шіне-райнені امسا‎ with grue 354, 


459 
painted. aod gilded ала bowl rea, заб 
brackets 
enamelled 165 
gold 159, 164, مق‎ 187, 403715 
silver зва, 32273, (12-13, 450 
Branković, рагаў дет 
bram 
basin 379 
ملعا‎ 653, #14, 405 
скобки 354, 458—0 
docs ol the Church of San Salvatore 
de Birecto, Atrani 30475, 448 
lunps z44. 43. 435 
weights 161, дой 
brazier in the form of a domed budding 
207, 423 
breast-chaim 164 
hreviary له‎ King Levon ПІ سات له‎ 
Armenia (Step anos Vahki даб, 
455 
bronse 
belii mag, د وړ‎ 
Нилийг of a sanding censer 235.432 
hend af Constantine 1, the Great g3, 
End 
incenae burner z44. 494 
plaque with $1 George. 43%, 432 
paque with St Niketas 235, фуз 
premessieuaal стена gung, 457 
wal гуд, 407 
vote hand huddüng a سی‎ зай, 429 
інісін 153, 154, 405 
hackles 15, фот 
luce of Panes Petar of Нил» 323. 
AM 
gold насе 178, 412 
Bulgaria За, 309, 311 
Buandelimanti, ,همان سا‎ Loker amisa 


C 
Cairo, Church al the Virgin, а-аа 
314, 35273. الور‎ 
сапычм 
cameo with Chr Panickraier азі, 
n 
amice зах سم مب‎ ад. 8 
адзінага ionn wiih Chri атый the 
Virgin 228, 430 
candelabra: 194 
Сапфа 364 
candicsicks 199, 3544 45/70 


Саррайсса ин) 
саайта 3544 E 
hane гак 1 9477 
carved beo эсийг стпглти riding ан! 
lamang 125, 307 
Davi Санса 112, 414 
Гинэй Сәке 124, 153 
Fieshu-Morgamn wsurrihrke 101, 
yan d 
Projecta Casket 21, 232. iy В-і, 
p 
Verh Casket 124; Гүр, FÊ, 407 
Сами Шев aab 
Catherine, 54 уўгу. 285-5, зал, 15H 0, 
зію, Та. (17. 441, pee qo 
Cauca ўну ii 
гет га ав, гіну, уа 7 
haneler of د‎ аты remar $35. gd 
Ürntral Аяа, aher 438, 453373 
erama 1413. 278, фот 
Їнэн | viia bri]: 148, ging 
bowl لم‎ Вай. кдй, үү 
Їнэ | with енории anal trainer. 354. 4550 
fubshoped perfarmzr flack (48. 8۱1 
Iragrments of a لسا‎ 33871, 45; В 
gaged bawi wiih representation of а 
daner 147. фор 
glaze bowl with а representin nl a 
fakconer тай, 4 40 
glazed] Їнэн! with а representation of a 
Inh. 998, 443-5 
flared large howl with а representanen 
nf дїн! 144, 443 
Батга small bera with repieseniatinn 
ed a double-headed exile заа, qe 
білгені amali бяр Бабе وویم اسما‎ 


repeesentanon له‎ a herd 149. perg. 


4-5 
jog with ни бей mouth 146, изү 
Large bow! که‎ gery 
азата раты чй Їнэ! wih cip-beurrr 


355. 456 
lutre-pauraed bowl with grafie 354, 
ке 
plate wiih animal 149, تم‎ 404 
plate with a deer and «Мт animals 
141. 404 
plate with lion attacking د‎ deer £45. 
оз 
plate with lionem 145. 401 
plate with urn газ a bund 145. дет 
plate wah cwn lovers im a garden TAB, 
+04 
may with repre ba ed ис pean lea 
Peter ane! Paul Ranking a cro 
ато, 423 
wall tiles 240—1, 411-4 
Сайн 
hrras-cham 164 
chain сипаты: шіні com ӛз. 17-10 
gold хтб, gor 
gold Генуе ныла پو موم‎ 127. 410. 412 
nocki 178. 400 
chair ornaipenis. бог, ўва 
chalice veil: 236. 411 
chales هوا‎ 18-18, 425 
Antioch Chalice 78. 3/2—3 
thaler of the Parrzarchs: Е 7, үс? 
chalor wrih four Аримайга کی‎ the 
Crom Bg, 356 
hemi! decorati, cree фр 
chandelers ши}, звена, pr 
Charkmagne, Emperor وه‎ 
Chilandar 254 
child's нарас with а hoad 191, 429 
China ې‎ 
Christ 
m church decoranonm في‎ 
Стан т} 
as the Good Shepherd 48-9. с 
Christianity 
из م«مصسو لا‎ arî ў 
Churches. оран, 202—747, 41176 
ситуиран ИЗ, وم‎ 
сыну art 43792. مهود‎ 
sonorum -o ها ه7-و6 ,41 وو‎ 
images on com تو‎ 
купа» ija, дор ие 
Church Fathen sec, 240, yon, yoo, 438, 
417 
Churches ,اتوق‎ жаў, 41155 
archinecmire ire] 
belh зад, 423 
books وو‎ ам 
decoration. 8کو‎ 
و - اوا حسم‎ 


стемасы fibula. 179, 412 


gluing 100) 20273. 244. 421, 43475 
liurgncal vessels: 06 
Mouni Sinai тй 
wierna 168- 0, 252 
owmbalmm 7-A 
ه۱۶11‎ 8۹8 
voee gills ao 
Cilicia, mamisenpts 403. 33577. 339741. 
34475. 45577 
Сапайнг 44 
СК mentum. fill, та, qi 
i loue enamel 
Bereshoril Hope Com 0478. 30: 
eivarel planura with За Jahn the 
Парпи ав Ше archangehs Michael 
amd Gabriel 32071, 445750 
Fiescla-Morgan stzurethrke: taa, 
apa - d 
clover panels. 21417. 425745 
«нийн 
hills пиг with a hood. 141, 426 
Tragen لم‎ ihe lower pait له‎ a 
«артан pas, qt 
Cokes Ebneramus qur, (101 
Cokes Sunepenis 7 
cris 108-21, 159, 15 یړ - او‎ 407 
Columban, تک‎ 384 
Combat of Darul aml Goliath мет ріш! 
E 
comb 443, tya, 400, 4471 
commentare om Гиенгешіз with «ганд له‎ 
Christ. зая. 447-8 
Сиа П, Emperor ий 
Сопиилште the Alan 451 
Carmine the Greg, Émperor 12, 114, 
358, үн 
emina 304. 408, 41 
cunverin to Снлацааннү бё, you 
оште of Cusstantinople: 38, pë 
bend of gg. 8 
meslallins of 041 
Constante П, Emperor 411 
Consranune У, Emperor مه‎ 
Comtantine V1, Emperor 3594 
Constantiae VII Porphyrogennetoa, 
Emperor 36, 30, ме, б, 
каб, чов, 393. ود‎ 395, 397 - 1l, 
два 
Constancne VIIL Emperor 6 
Consrantine ЕХ Monimachis, Emperor 
366, ,لړ‎ В, 445: на, 459 
(гизясапечъе X Daukas, Emperor. 85 
Cumann XL, Emperor 194 
Constantinople: свет, йо 
Arabs benege 28, 69 
ape by Снтгигааа Turks. зё 
Chora Monastery Church 8 
па Christian centre #76 
Church of the Blacherrae цай, 477 
Church of the Holy Apoules 425 
Church of the Prophet ЁШаһ 365 
Church of За Sophia. 37, 37. НІҢ, 115. 
inf, зоо, 310, 380, 399 
Column of Arkadion 379 
Conmdtantine Eesallislus 38, 46 
conus ur 
Crear Palace (64, 115, 116; 134 
Hippesleorme- 66— 7, уйш, مل‎ 
ааган a New Rome 28 
interaction with West. 278 
Kechantomenc 6 
map al ба-3, 380 ٢ 
Матаяғғу له‎ the صېعلسهاا‎ 41, 25173, “у. 
жын 
persinifiscarumn of бет, зво, quo. 
wack of (1 3273, 41, 186, зза, gia 
walls 26, 27 


Comstantioe ЇЇ, Exmperor 45, 411 
consular diptychs الا‎ 24 





СазгинН, ceramics. 465 


Сопррыг 67 
Crete 3). да, 278. 194 
Спярша 411 “= 


CNi 

Bereslond Hope Crm 26475, 101 

Cross له‎ Мітап» وغه‎ gall 

recess of the Empress Remain П لس‎ 
Baul П иы 

crete аўра 116, 415 

каМ стола wells цг сэ аста 
ааа, 428 

gobi үхлийн crm with Chri, the 
Мии, Si Тайна amd fus saints. 175, 
pi 

pectural стена ala. 414, 

pectoral erom with Pour Гасапу кі» 


cee перо аа га, 1487‏ لخه هوه مه ات 
reliquary стзгїйх 819, (1245‏ 
feliquary wf the Tne Cross. аав, 416‏ 
cnr Шанс Али of Аралауй тай, 41:‏ 
ае ады Їн ид û crm аа, үзү‏ 
cructhe, rrlaquary 833. 1415‏ 
Crmader anion ер, 48371‏ 
Тпру wrth the Virgen аны Сінкі‏ 
nadine and somes iron the lale‏ 
of Chavet amd the Virgin yj‏ 
дулаалж qu‏ .14 هناسا 
qi. auf‏ 
cup, айг 34475. 19‏ 
Сүреші gt. qu, 270, 359‏ 
тетти 141. 428. aab‏ 
bony 445‏ 
kon pamira 1694)‏ 
шагналаа, Gd‏ 
Сурин treasure 152, 151‏ 
Сит, За гн]‏ 
Сүті of Alexandria: (1‏ 
Cyrille alphabet grey‏ 
Cyrus, Si yf‏ 


D 


dalmate, gent of наа, үні 


Daphne 76, чй: 
Dawe, King of اما‎ 86-7, 384. 395. 445 
Быкі Cales pia, سر‎ 
Le دسسشا‎ bem. аўты | Che ملا‎ mimm 
af اسم مال‎ іга, 113, ОЙ 
The ЈА ما اې‎ Пан» 1/1, За 
атым! 11 هه‎ н.Ә ملا اوه مس"‎ Ehra 
Virgen ам! (ААШ (wall painting: 271 
Dema, Emperor да 
موتا‎ чийн Андын Dabei and St لس‎ 
бё, 372-3. غږ‎ 
سل ووي‎ 
Michael зба, зурна, 461 
della Sega, Anders 444 
"veis жа 


Demetrios imessiast) 979 
боть 5t P lire d 


orga acus чш: ae Аппиягілінізң 
126, 451 
iir 11/017 dew with Мана янып 
үгэ, 374. ИН 
Dragutin, Ёүныт 389. 449 
dimari 1 
Dabinil дай 
ووا‎ 443. 455 
Vhakan's cup: 333. 4^! 
Thiele Casket 284. 144 


E 


rarmmgs ўз. Ин, Heg, yag. 1, quo КА, 
ауа 
Гата. 33. 8 
пад wmpera 7 
ыч зай, тезі на gu 
тєтатих 34475. 450 
цалингүй HY î 
ттт 47, 48 | 
Шаһ. Prophet دوجو‎ хүй, تک‎ 44! 
embelir toon wrth ris له همس‎ 
Носта 414. 318. 44109 
абата тух image ol ٧ быты 445, 4 
مسوم تنا‎ Vase. Вар үйе 
enamel ېګ‎ 
Berton Hope Crom sagas. مې‎ 
book ono ولاو‎ 168, goo 
аны plagam sinh سلوا مک‎ the 
Нареза and the archangel Мас Васі 
and Cale موو‎ 449-98 


пет adl uii‏ هم17 

Fulk ۱١١ Апра 86 

harry à kh ала Chan de مه‎ 
ағы the ings шы! Са адб, 
ЦЮ 

hurry pestis Фу 


G 

Сөлінггі, Archangel 354. 477 

{лаат Мая ات‎ Rare qon. 1/0 

Gallien, لو‎ ab 

бам qui 

Mee aol. gop 

Girvan 277 
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